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ABSTRACT 
Demetrios Constantine Dounis was a concert violinist, mandolinist, conductor, and 
medical doctor. Above all, he was a teacher who developed some of the most 
innovative methods for violin playing of the 20th century. Dounis carefully observed 
the technique of the great masters of the violin, both privately and in concert, 
including Jascha Heifetz, Fritz Kreisler, and Eugene Ysaye. His keen sense of 
observation played an important role in the development of his methods. Dounis's 
background in medicine helped to form the anatomical and physiological basis for 
his technical principles. Although it is often assumed that Dounis's teaching was 
exclusively technical, he referred to his technique as "Expressive Technique", 
signifying that a violinist without technical limitations is a violinist with 
inexhaustible expressive potential. An explanation of these principles are presented 
in this dissertation, according to Dounis's published works on technique, as well as 
the author's acquired understanding of the technique through the tutelage of former 
Dounis student, George Neikrug. This dissertation also explores Dounis's unique 
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approach to teaching, his philosophy on practicing, as well as his methods of 
facilitating technical change for his students. The final chapter is an exploration into 
the cognitive aspects of achieving physical habit change in violin technique. The 
struggle to change the technical habits of violin playing is both physical and mental 
on many levels, and this difficulty is the main reason as to why Dounis's unique 
methods have often been met with resistance. 
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INTRODUCTION 
Imagine yourself as a violinist for whom there are no limits. You are able to 
play all 24 Caprices by Paganini with the same facility you have in playing any 
Sonata by Mozart. Nothing is too difficult for you. Your interpretation and 
expression of the music comes across clear as day, without any interference from 
faulty or insufficient technique. Your colleagues and critics remark on how your 
playing always looks and sounds completely effortless. You have been compared to 
and classified with violinists such as Paganini, Sarasate, Heifetz, Kreisler, Thibaud, 
andY saye. You are the Ubermensch of violin playing. 
How did you do it? You may have been practicing since the age of five: six to 
eight hours each day, beginning with two hours of scales, arpeggios, and double 
stops. Various teachers throughout your life may have prescribed technical 
methods and exercises by SevCik, Fischer, and Flesch. You've drilled difficult 
passages until you could play them in your sleep. You arrive to every performance 
three hours early to ensure adequate time for warming up. Every day of your life 
you've endeavored to perfect your technique, intonation, and execution of 
interpretation. You may have worked very hard. 
Or, you may be a natural. The greatest violinists of all time have been 
referred to as "natural" violinists. Every note they played seemed effortless and 
spontaneous. A natural doesn't require long hours of practice every day. Heifetz 
said, "I do not think I could ever have made any progress if I had practiced six hours 
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a day .. .. I hardly ever practice more than three hours a day on an average, and 
besides, I keep my Sunday when I do not play at all, and sometimes I make an extra 
holiday."1 On the topic of technical exercises, Thibaud said, "Technique does not 
exist for me in the sense of a certain quantity of mechanical work which I must do."2 
Concerning the practice of warming up before performance, Kreisler said, "It has 
often done me more good to dip my finger-tips in hot water for a few seconds before 
stepping out on the platform than to spend a couple of hours practicing."3 
What sets these revered violinists apart from the masses is a combination of 
technical facility, the quality of the sound produced, and the expression and 
interpretation of the music. All of these elements are taught to thousands of 
students by highly esteemed teachers all over the world. If the student is 
disciplined, focused, and diligent, a high level of playing will likely be achieved. 
However, few, if any, will succeed in joining the ranks of the great masters. What is 
it, then, that took the great masters to the next level? Was it an environmental 
factor, or something that happened in childhood that triggered immense talent? 
Was it a genetic mutation that rendered anatomical advantage a Ia Paganini? 
One man believed that the key to unlocking the mystery of the great masters' 
success was to meticulously observe them in action. Although each violinist is 
inherently different in their sound and interpretation, Demetrios Constantine 
1 Frederick H. Martens, Violin Mastery: Talks with Master Violinists and Teachers 
(New York: Frederick A. Stokes Company), 79-80. 
2 Martens, Violin Mastery, 264-65. 
3 Martens, Violin Mastery, 105. 
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Dounis believed there were common elements to the technical aspects of each 
masters' playing. Through his keen sense of observation and experimentation with 
his own playing, Dounis devised a philosophy of violin playing that was completely 
different from the methods that were and still are commonly followed. As with any 
new way of thinking, his methods were met with a great deal of resistance and 
criticism from the field. His ideas were often misunderstood and rejected 
immediately by professional violinists. Students and teachers who heard about his 
methods by word of mouth saw him as a radical. His philosophy was controversial, 
yet he had many devoted students who credit their success entirely to his teaching. 
Highly acclaimed violinists of the time went to him in secret so as not to draw the 
attention of the competition to the source of their success. 
Today, several of his former students are concertmasters of major 
symphonies, and more than one well-known soloist worked with him. Some 
admit this, some do not. Most of his students came to him after having 
graduated from conservatories or music schools, or after having already 
established a career. Consequently, they were reluctant to say publicly that 
they had felt the need to study.4 
Since his death in 1954, it has been on the shoulders of his disciples to extend 
the work of Dounis to future generations of violinists. They are few in number, and 
they face even harsher resistance and criticism than before. Few of Dounis's 
published works remain in print today. Although it is still common for a student to 
have his Violin Players' Daily Dozen, opus 20 on their music stand, these exercises 
are of limited value until the ideas supporting the methods are understood. 
4 Louis Kievman, "D.C. Dounis: The Man and His Pedagogy," journal of the Violin 
Society of America, 6, no. 3 (1983), p. 12. 
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This dissertation will focus on the philosophy behind the methods of Dr. 
Demetrios Constantine Dounis. It will explore his background in both music and 
medicine, which formed the anatomical and physiological basis for his technical 
principles. An explanation of these principles will be presented, according to 
Dounis's published works on technique, as well as the author's acquired 
understanding of the technique through the tutelage of former Dounis student, 
George Neikrug. Although it is often assumed that Dounis's teaching was exclusively 
technical, he referred to his technique as "Expressive Technique", signifying that a 
violinist without technical limitations is a violinist with inexhaustible expressive 
potential. In addition to his technical and expressive principles, Dounis's unique 
approach to teaching will be examined. The final chapter is an exploration into the 
cognitive aspects of achieving a change in violin technique. The struggle of changing 
technical aspects of violin playing is both physical and mental on many levels, and 
this difficulty is the main reason as to why Dounis's unique methods have often been 
met with resistance. 
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CHAPTER ONE 
DOUNIS: THE MAN 
Demetrios Constantine Dounis was born in the late nineteenth century in 
Athens, Greece.5 Born to an upper-class family, Dounis had the opportunity at a 
young age to experience music as those in high society did at the time. He attended 
music classes at the Odeon in Athens and gave his first violin recital at the age of 
seven.6 Three years later, Dounis went to Italy of his own accord to study the violin, 
but was swiftly fetched back to Athens by his father, Constantine.7 Constantine 
believed there were only three acceptable professional paths for his son: the 
church, law, and medicine. Only these fields were considered suitable "to carry on 
the family traditions -worthy professions in which a gentleman might engage with 
honor to himself and his family."B 
s Chris A. Costantakos, Demetrios Constantine Dounis: His Method in Teaching the 
Violin (New York: Peter Lang Publishing, Inc., 1997), 111. There are several 
conflicting accounts concerning Dounis's date of birth. When Dounis applied for U.S. 
citizenship in 1937, his application indicated a birth date of December 21, 1893, 
making him 44 years of age. However, his age was listed as 48 on the same 
document (indicating a birth year of 1889). In 1979, Dounis's close friend Aristidis 
Georgiadis affirmed that Dounis was born in 1891. Other documentation shows that 
Dounis attended the University of Vienna Medical School in 1909. If he were born in 
1893, as his application for U.S. citizenship suggests, he would have been 16 years 
old while attending medical school. While this is not an impossibility, it is safe to 
assume he was born prior to 1893. 
6 Costantakos, 13. An Odeon is a small music performance hall. At the time, the 
Odeon in Athens was used as a music school, comparable to the preparatory 
conservatories of today. 
7 Costantakos, 13. 
s George D. Oakley, Music on the Tradewinds, Honolulu -Star Bulletin, March 19, 
1938, quoted in Costantakos, 13-14. 
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At age eleven, Dounis again defied his father by enrolling in violin, mandolin, 
and conducting lessons at the Athens Conservatory. He graduated within three 
years, earning a soloist diploma. Dounis kept up with his regular schooling, which 
required him to study the writings of philosophers Socrates, Plato, and Aristotle as 
well as scientists Hippocrates and Galen.9 The later development of Dounis's 
teaching philosophies was influenced by their ideologies. 
Following his studies at the Athens Conservatory, Dounis was invited to give 
a series of small concerts in the United States at the age of fourteen. The 
circumstances of the arrangements for this tour are unknown. He concertized in the 
homes of several affluent patrons before his father again came to bring him home to 
Athens.lo Upon his return home, Dounis continued to diligently study violin and 
mandolin. Unbeknownst to his father, Dounis joined modern dancer Isadora 
Duncan on her European tour as a collaborative musician in 1903. At the time, 
Duncan was exploring new philosophies in dance and challenging the rigidity of 
classical ballet. Duncan believed that traditional dance was "deforming the beautiful 
woman's body" and sought to achieve a more organic approach to dance, using the 
body's natural movement.11 Although it is unknown whether Duncan discussed 
these theories directly with Dounis, the philosophy of technique he later developed 
9 Constantakos, 14. 
1o Symphony Magazine 8 (November 1954): 4, quoted in Constantakos, 14. 
11 Isadora Duncan, The Dance of the Future (Leipzig: Eugen Diedrichs, 1903) quoted 
in Carol Sinsky, "Isadora Duncan: Life and Literary Connections," The Modernism 
Lab at Yale University, http:/ jmodernism.research.yale.edujwiki/index.php/ 
lsadora_Duncan (accessed July 29, 2011). 
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would be similar to Duncan's ideas on dance in many ways. 
Perhaps it was this experience with Isadora Duncan that inspired Dounis to 
pursue a professional combination of art and physiology. After again being forced 
by his father to return to Athens, Dounis finally acceded to his father's wishes and 
enrolled at the University of Athens Medical School, later transferring to the 
University of Vienna Medical School. Dounis continued to study violin while in 
medical school with Czech virtuoso Franz Ondficek.12 It is suspected that Dounis co-
authored at least one of Ondficek's publications on violin playing. Ondficek admits 
to collaborating with a medical doctor for his New Method of Obtaining the Masterful 
Technique of Violin Playing on an Anatomical and Physiological Basis (published in 
1909), but credit is given to an S. Mittlemann instead of Dounis.13 It is likely that 
Dounis assumed a pseudonym for the publication, perhaps to avoid the attention 
and anger of his father. It would not be the last time Dounis adopted a fictitious 
name during his career. 
After graduating medical school, Dounis went to Paris, where he began his 
fellowship at the Paris Charity Hospital. There, Dounis met the Belgian violinist 
Cesar Thomson, who became his teacher and friend. Thomson was famous for his 
technical prowess on the violin. A student ofVieuxtemps and Wieniawski, his 
capacity as a technician made him the perfect agent for showcasing the difficult 
12 Constantakos, 14-15. 
13 Franz Ondficek and S. Mittlemann, Neue Methode zur Erlangung der 
Meistertechnik des Violinspiels auf anatomisch-physiologisches Grundlage (Vienna: 
Nickau & Welleminsky, 1909). 
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works of these composers. Thomson was also the driving force behind the revival of 
interest in the oeuvre of Paganini in the early twentieth century.14 Dounis's 
continuing studies with Thomson and his work with patients as a medical doctor 
began to spark an interest in pedagogy. 
During Dounis's last year of his fellowship in Paris, his father died. As soon 
as he had fulfilled his obligations to the hospital, Dounis left Paris to pursue a career 
as a concert violinist and mandolinist. With the support of Cesar Thomson, he 
embarked on a European concert tour. 
The concert tour was briefly interrupted in 1913 as Dounis travelled through 
Bulgaria. The second Balkan War (June 1913- August 10, 1913) pitted Greece and 
Bulgaria against one another, and Dounis was arrested as a citizen of an enemy 
country.1s He was ultimately released, but this interruption of Dounis's performing 
career was an indication of what was soon to come. 
Greece entered into World War I in 1917, and Dounis was drafted to the 
medical corps. He took advantage of having time off from performing to document 
the ideas on violin technique that he had been formulating for several years. During 
the day he performed his military duties, and at night he wrote what would become 
the exercises that comprise La Technique du Via/on, which was later published as the 
14 Patrick Peire. "Thomson, Cesar." In Grove Music Online. Oxford Music Online, 
http: I lwww.oxfordm usiconline.com.ezproxy. bu.edul subscriber I arti de I grove lm us 
icl27882 (accessed August 2, 2011). 
15 Constantakos, 16. 
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Artist's Technique, Op.12.16 
Dounis completed his service to the Greek military in 1919 and was hired as 
a professor of violin and viola, as well as conductor of the orchestra at the National 
Odeon of Salonika, Greece in the same year. He served on the Odeon's faculty for 
three years, until his contract was terminated by the Board of Directors because of 
multiple leaves of absence taken without permission. Some of his absences were 
due to his travels related to the publication of Op. 12; others were for concert tours. 
His dismissal from the Odeon allowed him to take his concert tour to Egypt, Russia, 
France, Austria, and Holland. In 1923, after a short stay in London, he travelled to 
the United States, which would become his home. 
Dounis moved into an apartment on the Upper East Side of Manhattan. He 
shared a floor with four other Greek men, one of whom was his own brother, 
Antonio ("Anton"), who was not a musicianY Dounis soon got a job performing as a 
mandolin soloist on a weekly program on the Blue Network radio station, which was 
broadcast from the Aeolian Building in Midtown.18 He was also able to recruit a few 
violin students, including his roommate Prodromos Nomides, who was an officer of 
16 Constantakos, 16; D.C. Dounis, The Artist's Technique of Violin Playing (New York: 
Carl Fischer, 1921). The Artist's Technique of Violin Playing was originally written 
in French as La Technique du Violin, but was first published by Hofmeister of Leipzig 
in German as Die Kunstlertechnik des Violinspiels. Although only one earlier work 
has been located, it is assumed that Dounis's first eleven compositions were pieces 
for solo mandolin, composed while traveling for his European concert tour. The 
opus numbers are believed to be Dounis's own numbering. 
17 Constantakos, 18. 
18 Frank Sulek and Peter Kanze, The Airwaves of New York: Illustrated Histories of 
156 AM Stations in the Metropolitan Area, 1921-1996 (Jefferson, NC: McFarland & Co. 
Inc. Publishers, 1998) 105. 
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the Hellenic Bank of New York City.19 Teaching Nomides as a beginner inspired 
Dounis to write more books on technique. In 1924, Strad of London published The 
Absolute Independence of the Fingers, Op.15, and Preparatory Studies in Thirds and 
Fingered Octaves, Op. 16. Fundamental Trill Studies, Op. 18 and The Staccato, Op. 21 
were published by Strad in 1925. 
Dounis's most famous work, The Dounis Violin Player's Daily Dozen, Op. 20, 
was published in 1925 by Harms, Inc. in New York. This set of twelve exercises is 
now known as "The Daily Dozen", and is the only publication by Dounis commonly 
used by violinists . today. Dounis's intended audience for this book was the 
professional violinist who lacks time in the day for practicing technical exercises 
outside of her repertoire. These twelve exercises were designed to be an efficient 
way to keep the right and left hands in shape in a relatively short amount of practice 
time. 
In 1928, Preparatory Studies in Octaves and Tenths, Op. 22 was published by 
Universal in Vienna. Only a few of the many books, editions, and transcriptions that 
Dounis was working on in his early years in the U.S. were being published at the 
time. Most of these works would be published later. 
Although Dounis was busy writing and traveling to the publishers, he was 
also working to earn a living in New York. He had a few students, but his 
performing on the mandolin generated most of his income. In addition to playing 
for a weekly radio program, Dounis played background music during the filming of 
19 Constantakos, 18. 
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silent films at studios in Astoria, Queens. He gave mandolin recitals at the 
Hippodrome and Town Hall in the late 1920's.20 In all of his appearances as a 
mandolinist, Dounis used his brother's name, Anton Dounis, as his stage name. He 
did not want to use his own name because he wanted to be known as Demetrios 
Dounis, the violinist, not the mandolinist. Although he was very successful as a 
mandolinist, his real passion was for the violin. He was sure that eventually he 
would emerge in the U.S. as not only a great violin teacher, but also a great soloist. 
He saved his true identity, worried that he would not be taken seriously by the 
public and by critics as a violinist, having already established himself as a 
mandolinist.21 
Dounis was known for playing technically challenging violin repertoire on his 
mandolin recital programs. On January 25th, 1925, Dounis played a recital at the 
Bijou Theatre that included Vieuxtemps' Violin Concerto No.4 in its entirety, 
Chopin's Nocturne in E flat, Op. 9, No.2 (arranged for violin and piano by Sarasate), 
Paganini's Caprice No. 23, Beethoven's Romance in F major, Kreisler's Rondino on a 
Theme by Beethoven, and Sarasate's Zigeunerweisen. The flyer advertising the 
concert includes quotes from the European press in response to his previous 
mandolin recitals in Paris, Berlin, Vienna, Leipzig, Moscow, and The Hague. One 
comment refers to Dounis as "The Kreisler of the Mandolin", another as a "genius". 22 
20 Milton Epstein, The New York Hippodrome: A Complete Chronology of 
Performances, From 1905 to 1939 (New York: Theatre Library Association, 1993). 
21 Constantakos, 18. 
22 Constantakos, Appendix B: Anton Dounis Flyer. 
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The concert at the Bijou Theatre was reviewed in the New York Times the 
following day: 
Anton Dounis, whose extraordinary playing of the mandolin has been 
recognized in Europe, appeared in recital last night at the Bijou Theatre. His 
program might have been that of a virtuoso violinist. ... 
The Greek mandolinist displayed rare technical command of his 
instrument. He has a brilliant trill, among other feats, and his presentation of 
Paganini's unaccompanied twenty-third caprice, with the octaves passages 
played with alternate fingers, was an unusual feat ofvirtuosity. 23 
Dounis held another position in the late 1920's and early 1930's as a violist 
for the Roxy Symphony Orchestra. This time, he went by the name of "Yaltoff' and 
did nothing to dispute the assumption by orchestra members that he was Russian. 
Again, Dounis assumed an alternate identity as a violist so as not to damage his 
future reputation as a violinist. Dounis's Russian fa<;ade was likely also due in part 
to the concert scene being flooded with successful Russian violinists at that time 
(e.g. Mischa Elman, Jascha Heifetz, Nathan Milstein). Dounis may have taken on a 
Russian name to seem more acceptable to contractors of orchestras. 
The concertmaster of the Roxy Theater Orchestra was Mischa Violin, who 
had given his debut recital at Carnegie Hall in 1920 and was received 
unenthusiastically.24 In preparation for an important solo recital, Violin asked 
Yaltoffto listen to him play. Violin began studying with Yaltoffregularly, and Dounis 
eventually revealed his true identity to him. When Violin told the contractor of the 
orchestra with whom he had been studying, he said," ... his name is not Yaltoff but 
23 "Anton Dounis Heard: Greek Mandolinist Gives Brilliant Program at Bijou 
Theatre", The New York Times, January 26, 1931. 
24 The Independent, Volume 104, No. 3741 (October 16, 1920). 
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Dounis. He is the world's greatest teacher."25 
Dounis continued to play with the Roxy Theater Orchestra and teach 
privately into the early 1930's. In 1933, Dounis was contacted by Mrs. Leona Flood 
of Los Angeles. Mrs. Flood was the wife of Frank B. Flood, who had been the owner 
of a small fresh milk and ice cream company that had been bought by a new 
enterprise, the Carnation Milk Company.26 Flood became the manager of the 
company's western district and was consequently well off. The Floods had a 
daughter, also named Leona, who was just fifteen years old at the time and had been 
studying violin for several years. Mrs. Flood was unhappy with the violin teachers 
who had been hired to teach Leona and did not feel that her daughter was receiving 
the appropriate instruction for her level of playing. In an attempt to help Leona 
herself, Mrs. Flood read The Artist's Technique of Violin Playing by D.C. Dounis. 
Convinced that this book contained the information her daughter needed to succeed, 
she contacted the publisher, who then put her in contact with Dounis directly. 
Leona went to New York with her mother to play for Dounis, and after just one 
lesson it was decided that it would be in her best interest to study with Dounis full-
time. Due to her regular schooling, it would not be possible for Leona to come to 
New York to study with Dounis, so an arrangement was made for him to move to 
Los Angeles, with his expenses paid by the Flood family. 
In 1935, Dounis made a contract with the Theodore Presser Company of 
2s Constantakos, 19. 
26 "Carnation Concern Boosts Local Plant," Spokane Daily Chronicle, October 7, 1939. 
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Philadelphia for the publication of Fundamental Technical Studies for the Young 
Violinist, Op. 23. He then left for Europe to accompany Leona Flood on her first 
concert tour. The year-long tour began in Oslo, Norway, where she gave a recital in 
honor of her grandfather, from whom her family had inherited a fortune that had 
permitted the purchase of a Stradivarius for Leona to play on the tour.27 The tour 
included performances in Sweden, Austria, Germany, Italy, Russian, Poland, 
Hungary, and Italy. Leona later made her New York debut in 1938 at The Town Hall. 
While in Europe, Dounis was able to publish two more works: New Aids to the 
Technical Development, Op. 27 and his edition of Paganini's Mota Perpetuo in 
Fingered Octaves (both published by Strad of London).2B 
In 1938 Dounis travelled to Hawaii and Australia to give a series of lectures 
and master classes. Because Dounis never had a long-term appointment with any 
institution, he used these lectures and master classes as a means to publicly 
communicate his principles of violin technique. Leona joined him in Sydney, having 
travelled with her mother to give three recitals at the Conservatorium. 
Word of Dounis's unique teaching spread, and with his prize pupil's 
exceptional technical ability to support the efficacy of his methods, Dounis was 
inundated with requests for lessons in the early 1940s. He established a studio in 
New York on East S2nct St. in Midtown, and travelled between the east and west 
coasts to teach privately. Most of his students were already professionals, many of 
27 
"Eastern Debut for Local Miss", Spokane Daily Chronicle, September 24, 1938. 
2s Constantakos, 20. 
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whom felt their playing had reached a plateau and that they could no longer 
improve. One of his first well-known students was violist William Primrose. 
Primrose had studied violin with Eugene Ysaye in Belgium before becoming a violist 
and joining the London String Quartet. In the late 1930's, he came to New York to 
play with the NBC Symphony Orchestra and began studying with Dounis in 1940. 
Dounis worked with Primrose on the technical differences between playing the 
violin and the viola and formulated exercises specifically for Primrose. In 1941, 
Dounis wrote Specific Technical Exercises for the Viola, which was published by Carl 
Fischer, Inc. in New York Later that year, Primrose launched his solo career when 
he was invited to join tenor Richard Crooks (of the New York Metropolitan Opera) 
on tour. 
Cellist George Neikrug had studied with virtuoso Emanuel Feuermann until 
1942, when Feuermann unexpectedly died. A friend of Neikrug's, who was studying 
with Primrose at the time, told him that Primrose had raved about his lessons with 
Dounis. Neikrug began studying with Dounis in 1943, after having pled with him for 
several months to accept a cello student. Having struggled as a young musician in 
New York, N eikrug felt his playing had hit a wall. He had resigned himself to the fact 
that he would always be a section player, in the back of the orchestra. N eikrug was 
captivated by Dounis's ideas from the start: 
Before my time with him, I had a concept of what I wanted to sound like but I 
couldn't do it, so I was envious of those around me who had a seemingly 
15 
natural technique. Thanks to Dounis, I eventually developed this same kind 
of technique.29 
Neikrug went on to make his debut as a soloist in 194 7, and later became 
principal cellist with the Baltimore, Pittsburgh, and Los Angeles Philharmonic 
Orchestras. He continued to study with Dounis until Dounis's death in 1954. 
N eikrug has since become the chief disciple of Dounis's teaching, and is considered 
one of the last living experts on the technique. 
It is unknown exactly how many students Dounis taught in his lifetime, and 
the identity of many of his students has remained secret. In 1983, violinist Louis 
Kievman wrote: 
Today, several of his former students are concertmasters of major 
symphonies, and more than one well-known soloist worked with him. Some 
admit this, some do not. Most of his students came to him ... having already 
established a career. Consequently, they were reluctant to say publicly that 
they had felt the need to study.3o 
Neikrug verified the secretive nature of Dounis's studio in an interview in 
April, 2011: 
His New York studio had two doors: one in the front, and one in the back. We 
would enter through the front door, and exit through the back. This way, one 
student never encountered another as he was coming or going. This was for 
reasons of professional pride. 31 
In the same interview, Neikrug confirmed the reluctance of at least one "well-
29 George Neikrug. Interview with Tim Janof, January 4, 2002. 
http:/ jwww.cello.org/N ewsletter / Articlesjneikrugjneikrug.htm (accessed October 
16, 2011). 
30 Louis Kievman, "D.C. Dounis: The Man and His Pedagogy," Journal of the Violin 
Society of America, 6, no. 3 (1983), p. 12 
31 George Neikrug. Interview, April22, 2011. 
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known soloist" to admit he had worked with Dounis, in an account involving Yehudi 
Menuhin. Menuhin's younger sister Yaltah was an accomplished pianist who 
collaborated with Neikrug shortly after Dounis's death. 
She said, "Would you help Yehudi a little bit? He has trouble with his bow." 
had about ten sessions with him ... Everything I told him was Dounis's 
teaching, and [Menuhin] told me, "I wish I'd met him." A few years later I was 
working with the pianist Arpad Sandor32, who had accompanied Menuhin. I 
told him the story about working with Yehudi, and what he'd said about 
wishing he'd met Dounis. Sandor said, "But he did meet Dounis. We went 
together to him many times."33 
Besides the illustrious violinists who may have studied with Dounis in the 
1940s, Leona continued to study with him and concertize as well. Her mother, Mrs. 
Leona Flood, acted as his secretary, and was strongly committed to exposing the 
musical world to Dounis's expertise. Frank Flood, husband and father, died in 1946 
after a long illness.34 Dounis and the elder Mrs. Leona Flood were consequently 
married in 1949.35 
Dounis's work in the 1940s also produced a number of his most significant 
publications, including Development of Flexibility, Op. 35, The Change of Position 
Studies, Op. 36, and Essential Scale Studies, Op. 37. He also transcribed a number of 
Chopin's Etudes for the violin, including the composer's Op. 25, No.6, which was 
32 Joseph Stevenson, "Arpad Sandor, Biography", AIIMusic, 
http:/ jwww.allmusic.com/artistjarpad-sandor-q50610/biography (accessed 
January 2, 2012). 
33 George Neikrug, Interview, 2011. There is no question whether Sandor mistook 
Dounis's identity. Sandor collaborated with Leona Flood for her debut in New York 
at The Town Hall in 1938 and would have certainly made Dounis's acquaintance, as 
Leona was Dounis's prize pupil. 
34 
"Frank B. Flood Called By Death", The Spokesman-Review, September 23, 1946. 
35 Constantakos, 23. 
17 
originally written in thirds for the piano. Dounis first transcribed it for the violin in 
thirds, and then again in tenths. Dounis also edited and fingered Paganini's Twenty-
Four Caprices for Solo Violin and Bach's Six Solo Sonatas and Partitas. 36 
Dounis's teaching responsibilities became intense in the late 1940s and early 
1950s. In 1948, he began a series of master classes in Los Angeles with which his 
soon-to-be stepdaughter Leona assisted him in teaching. In the next five years, 
Dounis travelled to and from Los Angeles, New York, and London to give master 
classes and to continue teaching his regular, loyal students. During what would be 
his final trip to London, Dounis became very ill and returned to California, where he 
was diagnosed with metastatic cancer.37 
In his final weeks, Dounis insisted that his students bring their instruments 
and play for him. He was still teaching on his death bed, adamant that the time he 
had left be spent advising his students on their playing. About this unfortunate time, 
Neikrug said: 
Two days before he died, I went to see him. He weighed about sixty pounds. 
He held out his finger and said, "What's the difference between the up bow 
and the down bow?"38 He was still teaching until the day he died.39 
On August 11, 1954, Demetrios Constantine Dounis died in Los Angeles. His 
occupations had included doctor, performer, and teacher. Ultimately his teaching 
method was strongly influenced by a cumulative knowledge base acquired through 
36 Both were published by Strad of London in 1949. 
37 Constantakos, 24. 
38 Dounis would often ask his students to hold and move his finger as they would the 
bow, in order to feel how the fingers handled the bow. 
39 George Neikrug, Interview, 2011. 
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his first two career paths. Controversy swirled around his methods in the years 
following his death, as he was no longer alive to defend and directly explain his 
unique ideas on violin technique. 
19 
CHAPTER TWO 
THE TECHNIQUE 
Only Heifetz knew what in his artistic development he really owed to Auer's 
teaching, but technique probably was the least of it ... In fact, Auer didn't 
change the way Jascha held his instrument because the child accomplished 
everything in a way that seemed natural for him.40 
When considering the technical abilities of great masters of the violin such as 
Heifetz, Elman, Milstein, Szigeti, and Thibaud, the term "natural technique" is often 
used to describe the ease with which they played. Thanks to the development of 
film and recording technology, it is possible to witness the performances of these 
legendary violinists today. Evidence of the natural capabilities of the great violinists 
who lived and performed before the age of recording can be found in written 
testimonials. In April 1896, The Strad printed violinist Charles Dancla's account of 
seeing Paganini perform circa 1830: 
I was thirteen when I heard Paganini, a strange, fantastical man, yet endowed 
with a prodigious power of execution. What clearness, what assurance, what 
sympathetic warmth in his tone ... At that time my youthful imagination was 
so impressed and exalted by that devilish, and yet suave execution, that I 
could not sleep that night ... What struck me from the start was the precision 
of the fingers of the left hand, which were falling upon the fingerboard like a 
mighty claw ... the fingers falling always vertically and perfectly placed ... The 
ensemble of the fingers, so indispensable to obtain a sure intonation, I have 
noticed after Paganini only in Vieuxtemps. I had also noticed in Paganini his 
large, dry hand of an astonishing elasticity; his fingers long and pointed, 
which enabled him to make enormous stretches and double and triple 
extensions with extraordinary facility. The double and triple harmonics, the 
40 Ayke Agus, Heifetz as I Knew Him (New Jersey: Amadeus Press, 2001), 148. 
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succession of harmonics in thirds and sixths, so difficult for small hands, 
owing to the stretch they require, were to him but child's play.41 
Paganini's "natural technique" has long been attributed to his unusual 
anatomical and kinesthetic traits that facilitated the execution of demanding 
technical feats (e.g. tenths, double stop trills, fingered octaves ).42 
Pablo de Sarasate was also admired for his "natural technique". 
The secret of his mellow, noble tones, the absolute clarity of his passage 
playing, and his wonderful cantilena doubtless rested, for the greatest part, 
upon his masterly manner of holding the violin. The instrument rested 
solidly in the hollow of the shoulder but was held lightly by the chin, 
affording perfect freedom of motion.43 
Anyone could observe the playing of all the aforementioned violinists and see 
how their respective techniques are different. No two violinists are exactly the same 
in how they hold the instrument, how they move the bow, or the movements of the 
left hand. Perhaps as a result of his medical training, Dounis took a scientific 
approach in observing the playing of the great violinists. 
A real scientist using a scientific method would take ten accomplished 
violinists and see if there was anything that all of them were doing similarly ... 
[Most people] look for the difference instead of looking for the similarities, so 
nobody finds out what is essential for good playing.44 
41 The Strad, Volume 6, No. 72 (April, 1896). 
42 Carl Guhr, Paganini's Art of Violin Playing, trans. and ed. by Joseph Gold (San 
Francisco, CA: T. Parker Associates, 1982). It is suspected that Paganini was 
afflicted with Marfan Syndrome, a disease which affects the connective tissue. 
People who have Marfan Syndrome have abnormally long limbs and long, thin 
fingers. It is common for people with Marfan Syndrome to have to ability to 
deliberately dislocate their finger joints, and snap them back into place very quickly. 
43 Eugenie Leschetizky ,"Pablo Sarasate as Man and Artist", The Musician, Volume 
XVII (November 1912). 
44 Chris A Constantakos, Demetrios Constantine Dounis: His Method in Teaching the 
Violin, (New York: Peter Lang, 1998), 27. 
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Dounis saw that the common factor among these violinists was a natural 
technique. He believed that this was the key to mastering the instrument. Dounis's 
approach to violin technique was based on the idea of "natural physiological laws 
applied to an instrument that happens to be held in an unnatural position."45 
Instead of forcing the arms, hands, and fingers to adjust their shape and movements 
to accommodate the violin and bow, the body's natural tendencies were applied to 
the instrument. George Neikrug says that while most teachers insist that their 
students make drastic kinesthetic alterations, what Dounis did was "make the 
instrument fit you. Everything is based on nature and instincts. [Dounis] said we 
are all born with these instincts, and we lose them through faulty education. He 
wanted to bring back the instincts that you were born with."46 
Dounis believed that one should approach playing the violin as if it were any 
other normal activity. Former New York Philharmonic violinist and Dounis student 
William Carboni said, "The way you handle everything in daily life, you do not have 
any trouble with your hands. They do everything you want. No problems."47 At the 
time, most teachers were training students as if the violin was an alien object, and 
the shapes and movements of one's body while playing were exceptional, and 
should be different from how one's body moves naturally. For Dounis, playing the 
violin should be as simple as walking. "He said that if you started to explain how 
you walk, the action of every toe, the foot, the ankle, and analyzed all that stuff, you 
4 5 Leona Flood Brewster, quoted in Constantakos, 28. 
46 George Neikrug, interview by author, Concord, MA July 28, 2011. 
47 Constantakos, 29. 
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would not be able to walk."48 In this way, Dounis negated the over-complicated, 
mystifying theories of technique that had been previously taught and let his 
students' natural instincts dictate their own personal approach to the violin. 
One of the most basic elements of human instinct is a sense of balance. For 
babies, balance begins with sitting up. This is done instinctively, without 
instruction. This sense of balance progresses with the ability to stand, and 
ultimately to walk Balance plays a key role in the foundation of Dounis's technique. 
The concept of balance underlies all the technique of Dounis' teaching: the 
balancing of the body on the feet; balancing the bow between the middle 
finger and the thumb; balancing the left hand on the fingerboard; and finally, 
the sense of balance between both hands.49 
The Right Hand 
Val borg Leland writes about the "balanced hold" of the bow in "The Dounis 
Principles ofViolin Playing": 
First in importance is to find the central feeling of balance. The centre of the 
hold must be between the thumb and the middle finger. They work together 
and are opposite each other on the bow. The two weaker fingers (the third 
and fourth) at one side of the centre hold furnish a balance with the strong 
first finger on the other side (two against one). They must be strong, flexible, 
and always on the bow.so 
To demonstrate this concept with his students and to relate it to their natural 
instincts, Dounis would have them step away from their instrument. He would have 
48 Ibid. 
49 Constantakos, 33. 
so Valborg Leland, The Dounis Principles of Violin Playing: Their Meaning and 
Practical Application (London, The Strad, 1949) 13. 
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them pick up something, such as an inkwell, from the top, with only their fingertips. 
To illustrate which fingers naturally balance one another, he would then ask the 
student to pick up the object again in the same fashion, but this time only with the 
thumb and one other finger. Every time, the student would instinctively choose to 
lift the object with the thumb and middle finger. This is the feeling of natural 
balance between the thumb and middle finger that must be applied to the bow. 
Dounis would often use this method of finding a student's natural instincts 
away from the instrument. 
He would say, "Touch anything, but not your instrument." When you touch 
anything else, your instincts come out. When you touch your instrument, the 
results of faulty instruction come out. There aren't words that exist to tell 
you how something natural feels. So he would have you touch other things, 
find the natural way, find your instincts, and then go back to the instrument 
and try to apply it.Sl 
The Thumb 
Arguably the most surprising and controversial aspect to Dounis's principles 
of bowing technique is the position and shape of the right thumb. While most 
violinists and teachers will concede that there is no one universally correct way to 
hold the bow, the vast majority will say that the thumb must be bent (flexed, at up to 
a 90° angle) when playing at the frog, and must extend (towards straight) as the 
bow approaches the tip. This thumb position consequently results in the tip of the 
thumb being in contact with the stick. The rule of the bent thumb can be traced 
back to violinist and pedagogue Louis Spohr (1784-1859) in his treatise Violinschule, 
51 George Neikrug, interview by author, Concord, MA, July 28, 2011. 
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which was published in 1832.52 
Dounis believed that the thumb should be positioned on the bow in the most 
natural way possible for the violinist's hand, and he strongly believed that the bent 
thumb was rarely natural. Pick up a pencil, a wine glass, or turn the page of a book. 
The thumb is most likely either straight or slightly hyperextended (curved 
backwards with the first joint extending inward toward the underside of the 
fingers). For Dounis, this was also the correct position of the thumb on the bow. By 
allowing the thumb to position itself in this way, the thumb will come into contact 
with the stick not at the tip of the thumb, but away from the fingernail towards the 
pad. 53 
Dounis looked to the great masters of violin playing (mainly Heifetz and 
Kreisler) to formulate and ratify his concept of natural technique. The idea of 
applying the hand's natural shape to the bow hold had been earlier favored by 
Heifetz's teacher Leopold Auer: 
I myself have found that there can be no exact and unalterable rule laid down 
indicating which one or which ones of the fingers shall in one way, or another 
grasp and press the stick in order to secure a certain effect. Pages upon 
pages have been written on this question without definitely answering it. I 
have found it a purely individual matter, based on physical and mental laws 
which it is impossible to analyze or explain mathematically. Only as the 
result of repeated experiments can the individual player hope to discover the 
best way in which to employ his fingers to obtain the desired effect. 54 
52 Marianne Murray Perkins, A Comparison of Violin Playing Techniques: Kato 
Havras, Paul Rolland, and Shinichi Suzuki (Bloomington, Indiana: Tichenor 
Publishing, 1995) 45. 
53 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
54 Leopold Auer, Violin Playing As I Teach It (New York: Frederick A. Stokes 
Company, 1921) 36. 
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The most common argument for the bent thumb is that it allows the thumb to 
act as a "fulcrum", which, Suzuki claims, facilitates greater bow control, balance, and 
the articulation of notes. 55 Because it is not a natural shape for the hand, keeping 
the right thumb in a bent position is one of the most difficult aspects of bow 
technique for beginners (especially children) to master. The thumb will usually 
either remain straight or hyperextend slightly. Endless exercises have been created 
to help beginners maintain a bent thumb. Dounis would argue that there is no 
reasonable explanation why the thumb must be bent to act as a fulcrum. Allowing 
the thumb to assume a naturally extended position also facilitates the correct 
position of the wrist and arm, as well as his technique of drawing the bow. 56 
Drawing the Bow 
The act of drawing the bow across the string is commonly taught based on 
the idea that the string should support the bow. In order to produce sound, the bow 
hair must rub the string to create friction. To create this friction, the weight of the 
bow must rest on the string as the bow is drawn. To create more sound, many 
teachers tell their students to "press harder", or to let the weight of the arm rest 
upon the hand and fingers, which transfer this weight to the stick, and as a result the 
bow hair presses down onto the string. While most experience violinists and 
teachers frown upon the idea of "pressing" on the bow, it is still generally believed 
55 Perkins, 153. 
56 George Neikrug, interview by author, Concord, MA, May 11,2011. 
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and taught that the bow hair must be allowed to rest on the string as much as the 
natural gravitational force will allow. According to this method, the string supports 
the weight of the bow, and perhaps the weight of the entire arm up to the shoulder. 
In Carl Flesch's The Art of Violin Playing, Flesch indicates that additional pressure is 
needed on the bow when playing near the tip, due to the fact that the bow is lighter 
at tip than at the frog. According the Flesch, playing at the tip requires additional 
pressure on the bow by pronating the forearm and hand to lean heavily on the index 
finger .57 
Dounis's method involves essentially the opposite of this teaching. According 
to Dounis, the weight ofthe arm should never be placed on the bow. "He said [the 
arm] was like a crane, you just carry the bow along like a big crane in 
construction."5B The string cannot be expected to ring freely if it is bearing the 
weight of an entire appendage, "as it does not allow the strings to breath, and, 
therefore, breaks the tone."59 
Beginning students often remark that they hear another noise when they 
play, besides the tone coming from the violin. They usually describe it as a 
"scraping" or "scratching" sound. This is the sound of the bow hair rubbing against 
the string, and it is a result of excess weight of the arm pressing onto the bow. The 
sound can be audible several feet away from the player, but is so common an 
57 Carl Flesch, The Art of Violin Playing Book/, trans. Eric Rosenblith (New York: Carl 
Fischer, 2000), 53. 
58 George Neikrug, quoted in Constantakos, 42. 
59 Constantakos, 42 . 
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occurrence that most teachers and informed listeners have come to accept it as a 
residual effect of bow technique. In fact, most players have likely never heard the 
sound of their violin without this extra noise. Dounis's approach, however, does 
away with this residual sound. Furthermore, when a violinist does play with the 
"Dounis" technique of bowing and there is no superfluous sound, credit is usually 
given to the instrument itself being of superior quality. The sound of the violin 
without the disturbance of excessive friction is often described as a "pure" or "clear" 
tone. "I went to a Kreisler recital and sat four feet away from him. His bow hand 
looked like a caricature of what Dounis taught. There was no bow noise, only the 
production of sound."60 
If the arm should not rest downward on the bow, it must then be lifted by 
way of engaging the supporting muscles of the shoulder and back. This is the key to 
achieving a truly balanced hold of the bow in the hand. The thumb, which acts as 
the fulcrum beneath the stick, works in opposition with the fingers above the stick. 
Upward action from the thumb helps to prevent the feeling of "dead-weight" on the 
strings.61 "The whole idea is support. The thumb is the sound post for the bow."62 
Violinist and Dounis pupil Bernard Eichen says, "You need big muscle energy, and 
the whole concept is that [the bow] just floats."63 This gives the bow a weightless 
quality as if it is an extension of the arm. George Neikrug says: 
60 George Neikrug, interview by author, Concord, MA, May 11,2011. 
61 Constantakos, 42. 
62 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
63 Bernard Eichen, quoted in Constantakos, 41. 
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You have to feel that you're playing an imaginary string that's an inch above 
your real string, and the only thing that takes it to the real string are your 
wrist and fingers. There's no arm weight whatsoever. You never let the string 
support the bow. The bow is lying in your hand, not on the string.64 
The Path of the Bow 
In order to produce an ideal sound, it is not enough to hold the bow in a 
natural way and the use the supporting muscles of the back, shoulders, and arms to 
lift the bow up rather than press it down. The path that the bow follows will also 
dramatically affect the sound production. Dounis said that we must "overcome the 
defects of the tools we are given,"65 and one of these defects is the uneven weight of 
the bow: The frog is heavier than the tip. 
When the bow is pulled, the trajectory of the hand should not be on a flat 
plane, but on an arc. This arc helps to equalize the weight of the bow on both sides 
of the string. Think of the bow as an uneven lever, and the A string as the fulcrum. 
When the bow (lever) is placed on the string (fulcrum) at its balance point, there is 
equal weight on either side of the string. Move the bow so that the string is closer to 
the frog, and the upper part of the bow has now become the heavier end. In order to 
equalize the weight on both sides of the string, the hand should scoop downward so 
that the bow hair favors the E-string side of the string. As the bow is moved away 
from the balance point toward the tip, the lower part of the bow becomes the 
heavier end. In order to equalize the weight, the hand should scoop upward so that 
64 George Neikrug, interview by author, Concord, MA, July 28,2011. 
64 George Neikrug, quoted in Constantakos, 42. 
65 George Neikrug, interview by author, Concord, MA, July 28, 2011. 
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the bow hair favors the D-string side of the string. Below the balance point the hand 
should scoop downward, and above the balance point the hand should scoop 
upward. This arc trajectory should be followed at all times to get the most balanced, 
even tone from all parts of the bow. 
Bow Strokes 
The most fundamental type of bow stroke in violin playing is the detach e. 
Detache is traditionally defined as a stroke in which the hair of the bow does not 
leave the string, and the bow does not stop between the down-bow and up-bow 
strokes. Dounis, however, uses the term "detache" interchangeably with "bow 
stroke". According to Dounis, all bow strokes (i.e. sautille, martele, spiccato, etc.) are 
based on one of two categories of detache: Simple Detache and Accentuated 
Detache. 
"When the bow is pushed or drawn without accenting the change of bow, it is 
called simple detache."66 Dounis further categorizes simple detache into two 
different strokes: "broad detache" (which includes sustained tones as well as legato, 
in which more than one note is played within one bow stroke), and "fast detache". 
He more commonly refers to these strokes as the "paintbrush stroke" and the 
"eraser stroke", respectively.67 
The broad detache is based on the idea of the right hand acting like a paint 
66 D.C. Dounis, The Artist's Technique of Violin Playing, Op. 12, (New York: Carl 
Fischer, 1921), 72. 
67 Constantakos, 42-43. 
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brush, the hand being the handle and fingers the bristles. As the hand pulls the bow 
in the up-bow direction, the fingers hang behind and move sympathetically in the 
same direction, just as the bristles of a brush follow the handle in painting. The 
same happens when the bow is drawn down-bow, but in the opposite direction. For 
the down-bow, the bow should be pulled against imaginary resistance, extending 
beyond the tip of the bow. This imaginary resistance will equalizes both ends of the 
bow, as the up-bow will have the real resistance of gravity to pull against. "The 
down-bow is passive and the up-bow is active."68 As previously discussed, the bow 
should not bear any weight from the arm. "Think about if you were a painter, you 
would never let the brush rest on the canvas. It would be a live brush. You need to 
have a live bow."69 
Dounis referred to the fast detache as the "eraser stroke" because the 
movement mimics that of the hand when using a rubber eraser. It can be defined as 
a short de tache using no more than two inches of the bow_?O Dounis often had his 
students familiarize themselves with the stroke by literally using an eraser. Valborg 
Leland explains in detail: 
Hold an eraser between the thumb and the first two fingers. Now place the 
hand in a slanting up-bow position on a table. With wrist motion alone, erase 
an imaginary mark from the table with the fingertips. This is the movement 
used in ... fast detache.71 
68 George Neikrug, interview by author, Concord, MA, July 28, 2011. 
69 Ibid. 
70 Constantakos, 45. 
n Leland, 25. 
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The "slanting up-bow position" is more commonly called "pronation", 
wherein the forearm rotates inward. The only exception occurs when the eraser 
stroke is performed near the frog, in which case the third and fourth fingers must 
balance the bow, rendering pronation impossible. 
The springing bow, or sautille, is a derivative of the fast detach e. "A rapid 
movement with the eighth or sixteenth of the bow results in the springing bow 
(sautille)."72 The eraser stroke becomes sautille when the position of the hand on 
the bow is shifted. The hold changes to the "down-bow" position, wherein the 
forearm should not pronate. This stroke should be performed at approximately 
three inches above the balance point ofthe bow.73 If the trajectory of the bow were 
mapped in sautille, the shape of the stroke would resemble a crescent. 
The second category of detache is the "Accentuated Detache', in which 
"every stroke is vigorously accented at the start."74 The thumb pinching the bow 
against the fingers at the start of the stroke produces this accent. "The thumb 
pressure is mostly against the first finger though the other fingers cooperate." 7S To 
prevent the hand from becoming tense, there should be "a scooping motion of the 
hand" accompanying the pinch.76 This action depresses the bow, pressing the stick 
towards the hair. "The stroke is achieved by releasing the "Pinch" and pulling fast 
n Dounis, Op. 12, 73. 
73 Leland, 28. 
74 Dounis, Op. 12, 72. 
75 Sybil Eaton, quoted in Constantakos, 45 . 
76 D.C. Dounis, quoted in Samuel Applebaum, With the Artists: World Famous String 
Players Discuss Their Art (New York: J. Market, 1955), 81. 
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simultaneously. The pulling movement is the same in the up-bow and down-bow, 
except, of course, for the direction of the hand."77 The bow should not stop between 
strokes in the accentuated detache. 
According to Dounis, the derivative bow strokes of the accentuated detache 
are: martele, spiccato, thrown bow, flying staccato, thrown staccato, and springing 
staccato. 78 Accentuated legato and "firm staccato" are also derived from the 
accentuated detache and together make up a separate category of accentuated 
detache strokes. 
The martele is essentially the same as the general accentuated detache, but 
the bow stops between strokes. Because the hand stops the bow and resets the 
pinching action, the martele stroke will usually sound stronger and more aggressive 
than a regular accented detache. 
"If the bow leaves the string during the pause between the strokes, the 
martele becomes spiccato." 79 When the stroke is executed correctly, the bow will be 
able to bounce naturally on its own, without any feeling of lifting the bow from the 
string. The proper technique for spiccato is centered on Dounis's theme of balance: 
The feeling in the hand must be one of a see-saw type of balance between the 
first and fourth or first, third and fourth fingers. This see-saw process must 
be accomplished with the fingers exclusively and not with the forearm. This 
feeling in the fingers is required in order to have the bow spring back of its 
own volition. One should never have the feeling of lifting the bow from the 
string.80 
77 Constantakos, 45. 
78 Dounis, Op. 12, 72. 
79 Ibid., 7 4. 
80 Dounis, quoted in Applebaum, 81. 
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Playing this stroke in the lower half of the bow will allow for the most control over 
the natural bounce. 
Dounis designates four subsequent strokes stemming from spiccato: thrown 
bow, flying staccato, thrown staccato, and springing staccato. These strokes have 
caused confusion for violinists throughout generations, as they are all based on the 
principle of the natural bounce. A few precise distinctions exist between these four 
strokes. 
The thrown bow is a "spiccato with all the notes played with consecutive 
down-bow or up-bow strokes."81 This stroke is more commonly known by its 
French name: jete. The bow is dropped onto the string from above, while 
simultaneously being drawn in either the up-bow or down-bow direction. The 
tempo is controlled by how high the bow is allowed to rebound above the string 
between bounces. The principal challenge with this stroke is to make the bounces 
even and the rhythm steady within each down-bow and up-bow. Furthermore, the 
stroke must be balanced between the down-bow and up-bow strokes, as the down-
bow has the assistance of gravity in its motion and is more easily executed. This 
stroke is always begun from dropping the bow from above the string. 
The flying staccato is essentially the same as the thrown bow, but it applies 
only to the up-bow direction of the stroke (many consecutive up-bow spiccato 
strokes). Unlike the thrown bow, flying staccato is begun with the bow on the 
string, and in most cases is preceded by a long down-bow stroke. 
s 1 Dounis, Op. 12, 77. 
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"The fundamental principle of the thrown staccato is the natural 
rebounding of the bow."82 This stroke is also more commonly referred to by its 
French name: "a ricochet". It is begun with one up-bow or down-bow stroke that 
comes off the string, and is followed by two to four consecutive bounces in the 
opposite direction. The speed of the ricochet is entirely dependent on the amount of 
momentum instigated by the preceding stroke. 
The springing staccato is essentially a combination of the thrown bow and 
the thrown staccato. Dounis describes it as "a sort of perpetual thrown bow."83 This 
stroke involves two to four consecutive down-bow bounces, followed immediately 
(as in the thrown staccato) by the same number of bounces in the opposite 
direction. 
The accentuated legato and firm staccato make up the remainder of 
strokes within the accentuated detache. "During a legato stroke, parlando84 (talking 
bow) is employed when you wish to enunciate special notes or rhythms in a phrase 
without a definite break or pause between each note."85 This enunciation, resulting 
in the accented legato, is performed by the same pinching action as in all other 
accentuated detache strokes. The difference is that it is performed while the bow is 
moving on the string. In this stroke, the bow should not be stopped for the 
accentuation. If the bow is stopped, the stroke becomes firm staccato (commonly 
82 Dounis, Op. 12, 79. 
83 Ibid. 
84 This term was invented by Dounis. 
85 Leland, 31. 
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referred to as "up-bow staccato").86 
The proper technique for the firm staccato has perplexed violinists for 
decades. In "The Staccato: Studies on a Scientific Basis for the Highest Development 
in Staccato-Playing, Op. 21", Dounis says: 
Its mechanism has been discussed at length; questions were raised as to 
whether it was a divine gift or the result of some occult power. These 
contentions were further enhanced by the fact that many a distinguished 
violin player did not possess a good staccato - however developed their bow 
technique in other respects might have been - while there were mediocre 
violinists who prided themselves in being able to execute it brilliantly.87 
Carl Flesch concurs: 
Neither Joachim nor Sarasate were masters of a normal staccato. On the 
other hand, we often will find mediocre violinists who, though their bow 
technique in other respects may be found wanting, possess an admirable 
staccato ... To tell the truth, approximately three-quarters of the professional 
violinists, including artists of the very first rank, have an insufficient 
staccato.88 
Oftentimes when young students seek help with their staccato from their 
teacher, their question is answered with some variation on "Do it like this," 
accompanied by a demonstration. If the teacher is not blessed with a natural 
staccato, the question is dodged, passed along to another teacher, or answered with 
remarks diminishing the importance of the stroke in the violin repertoire. 
86 There is often confusion in distinguishing between firm staccato and flying 
staccato. The term "up-bow staccato" is often used interchangeably with both 
strokes. Here, Dounis makes the distinction that the bow stays on the string for firm 
staccato and comes off the string for flying staccato. 
87 D.C. Dounis, "The Staccato: Studies on a Scientific Basis for the Highest 
Development in Staccato-Playing, Op. 21" (1925) in The Dounis Collection: Eleven 
Books ofStudiesfor the Violin, (New York: Carl Fischer, 2005), 246. 
88 Flesch, 69-70. 
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Dounis, however, believed that this "divine gift" could be acquired "through a 
rational and scientific study.B9 This is not to say that instructions for staccato 
playing did not previously exist. In "The Art of Violin Playing", Carl Flesch dedicates 
several pages of suggested practice methods to achieve the proper technique for the 
stroke. Flesch's leading suggestion for practice is "confinement to the upper quarter 
of the bow, with the imaginary object of remaining so far as possible on the same 
spot."90 Flesch goes on to suggest that if a violinist is unable to master the (firm) 
staccato, the flying staccato may be used as a substitution, and he acknowledges that 
the principles of proper technique he has earlier represented may be abandoned if 
the stroke is achieved regardless. " ... the arm is frequently twisted into the most 
fantastic contortions ... there is turning of the stick, wavy arm movements, all this 
singly or combined, a genuine witches' Sabbath of anatomical ugliness."91 
The "anatomical ugliness" is precisely what Dounis wishes to avoid in his 
approach to firm staccato. He believed that the staccato "is based primarily upon 
the rational and thorough development of accentuation in every part of the bow."92 
The preparatory method commonly recommended (including by Flesch) is to 
practice the martele stroke at the tip of the bow, where the stroke is easiest. After 
these preparatory exercises, "the study of staccato proper is taken up, and here it is 
89 Dounis, Op. 21, 246. 
90 Flesch, 70. 
91 Ibid., 72. 
92 Dounis, Op. 21, 246. 
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that bitter disappointment awaits the violinist."93 The staccato may be achieved in 
the upper third of the bow, but "all other parts of the bow will persistently refuse to 
produce anything but scratchy tones without the faintest effect of martele or 
staccato."94 This is why Dounis believed that in order to be effective and bring the 
desired results, the accentuation must be practiced in every part of the bow, 
including the tip, middle, and frog (nut). "The cause of failure is that the 
accentuation was not developed nor practiced at all in these parts, and the bow is 
either too weak to accent or, on the contrary, exaggerated, non-balanced pressure is 
used for accentuation."95 Here again is the theme of balance permeating Dounis's 
system. 
The Hold of the Violin 
Perhaps one of the most disputed issues of violin technique is the use of the 
shoulder rest. Some see it as a vital tool, and absolutely necessary depending on a 
player's anatomical structure (e.g. length of the neck, slope of the shoulders). Others 
believe it is not only unnecessary to use a shoulder rest, but detrimental to one's 
technique and quality of sound. As one who believed in playing the violin in the 
most natural manner possible, Dounis did not encourage the use of a shoulder rest 
("pad") with his students. The reasons for this are outlined by Valborg Leland: 
93 Ibid. 
94 Ibid. 
95 Ibid., 247. 
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The violin must have free leverage to either side. With a pad there is a 
tendency to hold the violin in one "set" place. 
The pad tends to dampen the tone. There should not be anything between 
you and the violin. The violin must be a part of you. 
The arm is given a better chance for a natural position. 
A better tone will result.96 
It is important to remember that Dounis's principles of technique were based 
in part on his observation of great masters such as Heifetz, Kreisler, and Ysaye. Not 
one of them was ever seen using a shoulder rest. 
The left arm should be positioned at a 45° angle to the body, with the elbow 
bent and the hand at the level of the shoulder. The forearm should rotate to the left 
(supinate), causing the palm and fingers to turn as well.97 Leland explains the 
proper method for determining the correct position of the fingers: 
Place a pencil between the thumb and the first finger (the pencil should point 
toward your nose). Turn the hand so that the other fingers fall on the pencil 
in a parallel line with the first finger. Do not obtain this parallel line by 
merely extending (straightening) the fingers to reach the pencil. The fingers 
should remain in their original curved shape and the whole hand turns until 
the three fingers touch the pencil and are on a parallel line with the first 
finger. 98 
The chin should rest lightly on the chin rest, without excessive pressure 
resulting in tension in the neck The left shoulder should be lifted slightly. This way, 
the shoulder supports the weight of the arm.99 If the shoulder is not slightly lifted, 
too much of the weight of the forearm and instrument is carried at the elbow joint, 
resulting in less freedom and flexibility for shifting and in finger action. The chest 
96 Leland, 39. 
97 Constantakos, 35. 
98 Leland, 39. 
99 Ibid. 
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should always have the feeling of expansion. Contracting inward in the chest will 
upset the balance of all the aforementioned postures. 
The Left Hand 
Balancing the left hand 
Most methods of teaching left-hand technique begin with the placement of 
the first finger on the string (usually the A string), because the first finger is 
strongest, followed by the second and third fingers. The placement of the fourth 
finger on the string is often not introduced until the student has practiced with the 
first three fingers for several weeks, since it is the shortest and presumably weakest 
finger. In "The Art of Violin Playing", Carl Flesch indicates "the player who has a 
long fourth finger will have to curve it when placing it on the string; while a finger 
that is too short necessarily must be stretched."100 
Dounis's method is exactly the opposite. He felt that because the fourth 
finger is the shortest, the hand must accommodate its limitations. The shape of the 
left hand must be determined by finding the most comfortable position for the 
fourth finger to reach the strings. This way, the hand is positioned to help the 
weakest finger, and not in a way to make it work harder than the rest of the fingers. 
This concept relates to the theme of balance that permeates Dounis's ideas: The 
fourth finger is significantly shorter than the rest, so the hand must be positioned in 
1oo Flesch, 18. 
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a way to balance it. Once the balance of the left hand has been established, the 
technique is based on three principles: vibrato, finger action, and shifting. 
Vibrato and finger action 
Vibrato is not a skill that is usually taught to beginners. Most young students 
play for at least one year before even being introduced to vibrato. Most teachers 
believe that vibrato should not be taught until the student has a clear understanding 
of how each finger should be placed on every string, and intonation is relatively 
solid. 
Once again, Dounis believed the opposite. He felt that the reason so many 
violinists had trouble with their vibrato was because their left hand had been set up 
in a way that was too rigid for vibrato to be executed effectively. If vibrato were 
taught from the very beginning, the hand would develop habits around vibrato 
technique. "Dounis believed in teaching vibrato from the early stages to ensure the 
correct position of the hand and to free the arm of any tension."101 By teaching 
vibrato as the basis of left-hand technique, it 
insures the free and correct function of the left hand and arm ... Through a 
free vibrato, tension in the arm is eliminated. It conditions, from the start, 
the most favourable position of the whole left arm for playing ... If the 
position of the fingers and the relative position of the arm are not correct you 
cannot have a good vibrato. It would be tight, jerky or uneven.102 
Vibrato is usually taught in three categories: arm, hand (or wrist), and finger 
101 Sybil Eaton, quoted in Constantakos, 36. 
1oz Le1and, 40. 
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vibrato. Arm vibrato is generally thought of as a wide vibrato, appropriate for slow, 
sustained playing. It is achieved by moving the forearm outward and inward at the 
elbow, keeping the wrist in line with the forearm and allowing the finger to roll back 
and forth with the tip of the finger remaining on the string. Ivan Galamian describes 
arm vibrato in his book "Principles of Violin Playing and Teaching,": 
The impulse, instead of coming from the hand, now comes from the forearm, 
and, in this case also, the finger has to yield passively. The finger should be 
firm enough to hold the string down and to retain its place on the string, but 
flexible enough to submit to the motion of the arm. It must stretch and re-
curve with the backward and forward swing of the vibrato cycle.103 
Arm vibrato is generally taught first, before hand and finger vibrato, as it 
involves the largest physical mechanism. 
Hand vibrato involves essentially the same process as arm vibrato, but the 
forearm does not change position. In this case, the hand moves back and forth at the 
wrist joint, while the finger rocks above and below the pitch. 
In this type of vibrato, the hand swings from a more-or-less immobilized 
arm. .. the finger elongates itself as the hand swings backwards toward the 
scroll and then resumes its original curved position as the hand returns to its 
starting point_l04 
When performing finger vibrato, the finger moves without the influence of 
any other mechanism. 
The impulse comes from the finger itself, which swings from its base knuckle 
with the hand slightly yielding and moving passively in flexible response to 
the finger action. This vibrato is smaller in width than the other types.1os 
103 Ivan Galamian, Principles of Violin Playing and Teaching (Englewood Cliffs, N.J.: 
Prentice-Hall, 1962), 40. 
104 Galamian, 38. 
1os Ibid, 40. 
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For Dounis, there is only one kind of vibrato. His concept of vibrato could be 
described as a combination of finger and wrist vibrato. However, his concept of 
finger and/or wrist vibrato is quite different from the generally accepted Galamian 
descriptions. To understand Dounis's ideas on vibrato, it is first necessary to 
understand his concept of how the fingers should be placed on and lifted off the 
strings (commonly called "vertical finger action"). 
Relating to his ideas on the passive down-bow and active up-bow, Dounis 
believed that the downward placement of each finger on the string should be 
passive, and the lifting of the finger off the string should be active. This concept 
adheres to the law of gravity, yet many young students are taught that they must 
force their fingers down to the string and press until it touches the fingerboard. Not 
only is excessive pressure on the string unnecessary, it causes tension in the hand 
that could lead to injury. In Carl Flesch's "The Art of Violin Playing", he exemplifies 
Sarasate as having ideal finger action, stating that he "dropped his fingers so lightly 
on the strings that no indentation of his finger-tips was noticeable."106 It should be 
as if the fingers fall on the string of their own weight. 107 The lifting of the fingers off 
the string is the active movement. It is not simply a vertical raise of the finger, but 
more of a "snapping-back" of each finger from the knuckle, away from the strings.10B 
These principles of vertical finger action relate only to slow playing with 
106 Flesch, 18. 
107 Constantakos, 39. 
10s Dounis, quoted in Applebaum, 31. 
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sustained bow strokes. "Fast playing requires that the fingers stay close to the 
strings, as in a very fast trill, touching the strings very lightly as if they were flitting 
over them."109 
Dounis believed that "very strong finger pressure stifles the tone, which is 
freed by an intense vibrato."110 It is the vibrato furnishes the additional "weight" 
necessary for achieving a pure tone.111 The foundation of Dounis's vibrato begins 
with understanding the physics of the strings. The strings are suspended over the 
fingerboard, supported on either end by the nut and the bridge. If the string is 
depressed towards the fingerboard and released, it will spring back to its original 
position. When the finger is allowed to fall onto the string, without excessive 
pressure, the finger will respond to the springing back of the string by rebounding 
along with it. If the finger is truly relaxed, a slight oscillation of the fingertip will 
result from this rebound. This oscillation is what Dounis called the "sizzle", and it is 
the fundamental principle behind his method of vibrato.112 
The vibrato "starts in the finger tip and progresses to the wrist through the 
hand."113 It is important that the impulse of this movement should feel as though it 
comes from the fingertip, and not from the wrist itself.114 Only if the finger, hand, 
and wrist are in a completely relaxed state without any tension will the oscillation 
109 Constantakos, 39. 
11o Sybil Eaton, quoted in Constantakos, 36. 
111 Leland, 40. 
112 George Neikrug, interview by author, Concord, MA, July 28, 2011. 
113 Charles Libove, quoted in Constantakos, 37. 
114 Leland, 40. 
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be allowed to ricochet back through the hand and into the wrist. 
Dounis developed the correct movement of the wrist with his students by 
having them place the joint of the wrist in the third position, so that the wrist could 
rest against the body of the violin. "Once you get it like that, it really breaks the 
connection with your arm. You shouldn't feel anything in your arm at all."115 In this 
position, the forearm is unable to move at the elbow joint. This ensured that the 
vibrato would be developed in a way that only the wrist, hand, and fingers would be 
involved. Dounis believed that this relaxed approach was the only way to achieve a 
"natural pulsation, not a stiff or forced addition to tone."116 This pulsation of vibrato 
shares the same qualities as the wrist action in the right hand for the fast sautille. 
Dounis felt that changing to this finger-wrist technique could solve most of 
the problems violinists tend to have with their vibrato. One of the most common 
problems is a discontinuous vibrato. This is when a note begins and ends without 
vibrato, but the middle of the note gets a quick wobble of vibrato. The result is an 
uneven tone. Another common problem violinists have with vibrato is that it can be 
unbalanced among the four fingers. The most typical example of this is a weak 
fourth finger vibrato. It is not uncommon for a violinist play with a steady vibrato in 
their first three fingers, and a sudden halt in the vibrato when playing with the 
fourth finger. 
Discontinuous and unbalanced vibrato is usually caused by the notion that 
us George Neikrug, interview by author, Concord, MA, July 28, 2011. 
116 Constantakos, 37. 
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finger action and vibrato are two separate techniques. As previously discussed, the 
dropping of the fingers onto the strings correlates to the "sizzle" of vibrato. "Vibrato 
had to start the instant you touched the strings. Continuous vibrato in every 
finger." 117 
Shifting 
Shifting from one position to another along the fingerboard is the final 
fundamental principle of left-hand technique. According to Dounis, the type of 
shifting used in slow playing is not the same as the type used for fast playing.118 
Within these types of shifting there exist two different varieties: Using the last 
finger of the starting position as the shifting finger (sometimes called the "Classical" 
or "French"), and using the finger of the new position as the shifting finger 
(sometimes called the "Gypsy", or "Emotional", or "Russian" shift).119 Determining 
which kind should be used "depends entirely on the style and character of the music 
as well as on the taste of the performer."1ZO 
In slow shifts to a higher position, the wrist flexes inward toward the body of 
the violin; the wrist flexes outward toward the scroll when shifting to a lower 
position.121 "The wrist is the leader of the slow shift."122 The hand should have the 
117 Samuel Applebaum, quoted in Constantakos, 36. 
118 Constantakos, 37. 
119 Leland, 44-45. 
12o Dounis, quoted in Applebaum, 30. 
121 Leland, 42. 
122 Constantakos, 37. 
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feeling of being pulled by the wrist toward the new position. " ... There must be an 
impulse in the wrist towards the note we are going to.123 
During a shift in either direction, the shifting finger should not apply any 
pressure on the string. The flexion of the wrist should cause a release of any finger 
pressure. The finger should glide along the string as lightly as if it were playing a 
harmonic. It should feel as though the fingertip is gliding along a rail (the string) 
towards the new position_124 
The thumb does not lead the shift, it merely follows the movement of the 
hand.125 "In an upward shift, the thumb must be ignored and be allowed to follow 
the hand."126 The thumb starts to go under the neck of the violin as the hand shifts 
to higher positions. It continues in this direction with each higher position, until it 
touches the end of the neck (sometimes called the "saddle"). For many violinists, 
the thumb must continue to follow the hand past the saddle and along the upper 
bout when shifting to very high positions. "In a downward shift the thumb at the 
moment of shifting should feel that it detaches itself form the neck of the violin 
without preceding the hand. In this way the feeling of balance in the hand is not 
disturbed."127 
As previously mentioned in the discussion of vibrato, it is necessary that 
vibrato be present form the beginning to the end of every note. This should not 
123 Dounis, quoted in Applebaum, 30. 
124 Leland, 42. 
125 Ibid. 
126 Dounis, quoted in Applebaum, 30. 
127 Ibid. 
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change if two consecutive notes are in different positions. The note before the shift 
must have continuous vibrato, and vibrato must begin again immediately upon 
arrival in the new position.12s 
The new position is always reached with a decisive and snappy movement of 
the finger. There must be a free vibrato on the first note of the new position. 
It must feel as though the string is hot and the fingertip "sizzles" on the 
string.129 
In any given position, the shape of the hand should not differ whether or not 
the note was preceded by a shift. Intonation problems in higher positions are often 
caused by the hand taking on an abnormal shape as the result of faulty shifting 
technique. Leland says that Dounis would prevent this by having the student 
take the new position 'cold', that is, without any preliminary preparation (no 
shifting). Remember how the hand looks and feels when playing the note 
"cold" and then shift form a lower position to this same note. It must look 
and feel the same as when taken 'cold_l30 
In fast shifting, the last finger played before the shift releases its pressure as 
soon as possible after the note has sounded. There is no time to flex the wrist in fast 
playing. Fast shifts are performed with the wrist in line with the forearm_131 "In the 
fast playing there should not be any feeling of shifting at all; the fingers merely crawl 
up and down the fingerboard." 132 In this way, the shifts should be inaudible. 
Although many modern teachers do incorporate some of these principles 
into their teaching of violin technique, very few can adequately explain the 
12s Constantakos, 38. 
129 Leland, 42. 
130 Ibid., 44. 
131 Constantakos, 38. 
132 Dounis, quoted in Applebaum, 30. 
48 
underlying fundamental principles of nature that are the common thread to all of 
the techniques described above. What's more is that although many teachers may 
execute these techniques naturally, it is not what they were taught. In turn, teachers 
don't always teach what they do, they instead teach what they think they are 
supposed to be doing. Dounis offered his students fundamental principles of violin 
technique, instead of giving specific solutions to individual problems. By helping his 
students to apply a natural technique to the instrument, Dounis opened up a world 
of possibilities in their capacity for musical expression. 
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CHAPTER THREE 
DOUNIS: THE TEACHER 
It is often assumed that Dounis was nothing more than a technician. 
Although his published works focus entirely on the physiology of violin playing, 
those who knew him as a teacher can attest to his appreciation for expressive 
musicianship. Dounis's motivation to teach privately was largely inspired by his 
concern for the direction in which the art of violin playing seemed to be heading. In 
the 1930s, Dounis felt that the general style of playing was getting "paler".133 He 
blamed this on the advancements in recording technology, and a consequent 
growing obsession with perfect intonation. Sound recordings had also triggered a 
wave of copycat violinists, who tried to mimic the sound and interpretations of the 
early recordings of Kreisler, Heifetz, Y saye, and many other great violinists. As a 
result, players were becoming "less oriented toward developing their unique sounds 
and musical personality."134 George Neikrug says: "He wanted to bring back the era 
of big personalities and individual styles of playing."135 
Expressive Technique 
Dounis called his concept of violin technique the "Expressive Technique." He 
believed that "in order to express, one must overcome the barriers posed by 
133 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
134 Byron Duckwall, "Developing the Musical Personality," Master the Cello, 
http:/ jwww.masterthecello.com/ dounis-1 01/ developing-musical-personality 
(accessed August 15, 2012). 
135 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
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technique."136 All too often, violinists are limited in their musical expression 
because of their inability to physically produce what they would like to hear. 
Instead, their musicality yields to the boundaries of their inadequate technique. 
This is especially evident when it comes to tempi. For example, the 
sixteenth-note-laden coda of Saint-Saens's "Introduction and Rondo Capriccioso" is 
intended to be played very fast (See Example 1).137 Saint-Saens indicates a 
metronome marking of J .= 120 (or one measure per second). Many violinists will 
never achieve this tempo, because their technique for fast playing is 
underdeveloped in both the left and right hands. Dounis's technique for fast playing 
is different for both hands from the technique for slow playing (See Chapter 2: "Fast 
Detache" and "Shifting"). In contrast, the typical method of practice for violinists in 
the coda of the Saint-Saens is to play it slowly, gradually increasing the tempo over 
time. George Neikrug analogizes the ineffectiveness of this approach: "You can walk 
as fast as you can, but until you change the technique, a walk will never be a run."138 
Although most violinists would never deliberately choose to play the coda of the 
Saint-Saens under the suggested tempo, most settle for a slower tempo due to the 
limitations of their technique. 
136 Constantakos, 47. 
137 Camille Saint-Saens, Introduction and Rondo Capriccioso for Violin and Piano Op. 
28, ed. Henry Schradieck (Milwaukee, WI: G. Schirmer, distributed by Hal Leonard, 
1901). Schradieck suggests a metronome marking of D.= 120. This equates to 
twelve sixteenth notes (one measure) per second. 
138 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
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Example 1: Saint-Saens "Introduction and Rondo Capriccioso, Op. 28 (mm. 309-312) 
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Shifting positions is another aspect of technique that, if underdeveloped, can 
inhibit musical expression. For example, the opening of the Saint-Saens 
"Introduction and Rondo Capriccioso" involves two upward arpeggios (See Example 
2). The first arpeggio (in A minor) climbs up to an FS that could either be played in 
first position on the E string, or in third position on the A string. The second 
arpeggio (in F major) goes to an AS, which could again either be played on theE or A 
string. In order to keep the dynamic range within the indicated pianissimo, and also 
in consideration of the darker color the A string provides, most violinists prefer to 
shift up on the A string for these two gestures. Those who do not shift and choose to 
stay in first position, playing the top of the gestures on the (much brighter 
sounding) E string, may do so out of artistic opinion. More often, however, the 
choice is made to stay in a lower position because quick shifting is just more 
difficult, and this choice is based on the limitations of the technique, rather than the 
expressive ideas of the player. If the proper technique of shifting is underdeveloped, 
the risk of inaccurate intonation due to a poor shift is much higher. Dounis pupil 
Bernard Eichen remarks on the importance Dounis placed on choosing fingerings 
based on expression, rather than technique: 
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.. .it was not a matter of going from one note to another ... there was a reason 
for making the physical motion of gliding and pulling your finger from one 
note to another. .. There were connections and when you put notes together, 
you would start to think of it in connection with music, making phrases_139 
Example 2: Saint-Saens "Introduction and Rondo Capriccioso, Op. 28 (mm. 1-5) 
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For Dounis, proper technique was simply the ability to play what you hear 
inside your head without a problem. Dounis pupil Sylvan Schulman says: "You 
cannot use your musicality if you cannot express yourselftechnically."140 Just as the 
great masters of violin impacted Dounis's technical theories of playing, his idea of 
Expressive Technique was largely influenced by having seen and heard the playing 
of Eugene Ysaye. "[Ysaye] had a tremendous flair. Technique never got in the way of 
the music for him."141 By gaining the proper technique, there would be no 
boundaries for individual musical expression. It would be possible to play anything 
in any way desired, allowing for a performer's true intentions to be heard through 
the music. 
Dounis believed that through the freedom of expression allowed by this 
technique, the artistic integrity of violin playing would be restored. As mentioned 
above, he despised the formulaic style that was on the rise due to the influence and 
139 Eichen, quoted in Constantakos, 38. 
140 Sylvan Schulman, quoted in Constantakos, 48. 
141 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
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growing availability of audio recordings. Dounis's primary concern in teaching was 
to help students to effectively express themselves musically. "My musicianship was 
helped indirectly by helping me get the technique. It helped me express myself, 
which improved my musicianship. By getting the means it helped the end."142 
Dounis often referred to individual musical expression as a "voice print". "A 
voice print is as individual as a fingerprint. If you play correctly, your own 
individual voice will come out."143 The fundamental concept of expressive 
technique is that your musical idea should be so well developed in your mind that it 
can be transferred to your hands. Your hands then play the instrument, which 
projects your idea. "The bow is an extension of my hand. The bow is projecting my 
touch."144 
In order to help his students have a clear understanding of their musical 
ideas, Dounis would have them sing the music before playing it. He believed that in 
order to know exactly how one wanted to play a phrase, the music needed to be 
played by the body's natural instrument: the voice. Eichen believes that his own 
execution of musical expression was helped significantly through this method. 
The violin is always just your voice outside of your body ... For him the 
concept behind everything was the idea of making beautiful music, playing 
beautifully, not just physically beautifully, but to be able to express music ... 
He told me when you phrase, phrase like a singer - phrase it where you 
would stop to breathe.14S 
142 Claus Adam, quoted in Constantakos, 4 7. 
143 George Neikrug, interview by author, Concord, MA, May 11, 2011. 
144 Ibid. 
145 Bernard Eichen, quoted in Constantakos, 46. 
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George Neikrug elaborates on the connection between the voice and the external 
instrument: "Every instrument is in some way based on the human voice, just like 
almost every machine is derived from the mechanics of the human body. [Dounis] 
always said, 'Sing it, and then you can play it."'146 
After singing the phrase, Dounis would have students play what they had just 
sung. He would them have them analyze what they had played. 
He said, "What did you sing, that you did not play?" The student would 
respond, then he said, "What did you play that you did not sing?" Finally he 
said, "Now sing it again, with even more expression." They kept repeating 
the process until the playing matched the singing.147 
The goal of this sing-play-analyze process is to develop a clearer 
understanding of one's own individual expressive ideas. Dounis believed that the 
formulaic streamlining of both technical and expressive pedagogy was stifling 
students' awareness of their own "voice print". On the technical side, students were 
being told to play in ways that were unnatural for their bodies. As a result, students 
were forced to concentrate on the technique of playing a phrase, rather than how 
they would like to musically express a phrase. On the expressive side, students 
were being influenced by the increasing availability of audio recordings. They now 
had the ability to listen to an interpretation of any piece recorded by Heifetz, 
Kreisler, or Ysaye at any time. This increased exposure to external expressive 
influence was causing students not to trust their own musical instincts. By having 
students sing the music, they were forced to think for themselves about how they 
146 George Neikrug, interview by author, May 11,2011. 
147 Duckwall, "Developing the Musical Personality." 
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wanted the music to sound. Dounis said, "Knowing your inner voice is the secret of 
expression."14B Eventually, the transfer of the inner voice from the brain to the 
instrument would happen naturally, without having to first sing the music. 
Dounis also believed that in order to completely commit to one's own 
individual expression, the music must always be memorized. In fact, Dounis 
expected his students to have memorized the music before ever playing for him in a 
lesson. By memorizing first, the students were able to fully concentrate on 
technique and expression, rather than reading the music. However, Dounis's ideal 
memorization process did not just concern the score. The practice of memorizing 
was threefold: visual memory, aural memory, and motor memory.149 
Dounis believed that it was necessary to always be able to clearly picture the 
score in one's mind at any point while playing. In order to achieve this clarity, he 
had his students look at a few bars at a time, without playing. Then they had to close 
their eyes and say, out loud, what they could remember. The next step was to write 
it out on manuscript paper. This process was repeated until an entire section of the 
score (e.g. the exposition of a sonata movement) could be written out without any 
mistakes. Dounis believed that through this process, the visualization of the score 
would be as clear as possible_lso 
As expression was of the utmost importance to Dounis, he also required his 
students to aurally memorize their own interpretation of the music. This meant 
148 Dounis, quoted in Duckwall, "Developing the Musical Personality." 
149 Constantakos, 32-33. 
1so Ibid, 32. 
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being able to sing the entire piece at once, fully investing in the expression desired 
for each phrase. By developing the ability to sing the entire composition with 
expression, a sense of "continuity, phrasing, and interpretation was developed."151 
Dounis believed that, through this process, the student would be able to explore his 
or her own inner voice and find their "voice print" on the piece. "The idea is to 
memorize your interpretation. This requires you to be aware of all the details of 
your inner voice ... noticing all the nuances of your singing."15Z George Neikrug 
attests to the benefits of this technique: "It exercised the memory like a muscle from 
the very beginning, and you got an interpretation right away, so it is not a tacked-on 
interpretation."153 
The third part of memorizing is through motor memory. This involves 
memorizing all the movements of the arms, hands, and fingers required to 
technically play the music. This practice is achieved by creating a very clear image 
in the mind of the correct way to perform every movement the technique requires. 
"The stronger the mental image, the better it is going to be."154 This idea of creating 
a mental picture of every movement is integral to Dounis's theory that the mind 
should be in complete control over every action of the body. 
Considering that the majority of modern violinists know little more of Dounis 
than a few of his published works, it is only natural that Dounis is often categorized 
151 Ibid, 33. 
152 Duckwall, "Developing the Musical Personality." 
153 George Neikrug, quoted in Constantakos, 33. 
154 Bernard Eichen, quoted in Constantakos, 33. 
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as a technician of violin playing. This notion is reinforced by the titles of his 
publications (i.e. Fundamental Trill Studies; Fundamental Technical Studies on a 
Scientific Basis for the Young Violinist; Violin Player's Daily Dozen, etc.), all of which 
suggest that Dounis was merely the author of exercise books. Those who worked 
personally with Dounis can attest to his passion for helping his students play with 
the utmost expression, not just with proper technique. George Neikrug says that 
nothing bothered Dounis more than expressionless playing: 
The only time he ever got mad at me he said, "Never play an indifferent note!" 
Everything about him was about how to get more expression, how to be 
more artistic, how to be a great performer.155 
Teaching Methods 
Dounis's training in the medical field impacted not only his technical theories 
but also his approach to the art of teaching. His style of teaching was largely 
influenced by his knowledge and understanding of the brain's function in relation to 
movement, memory, and psychology. In correcting technique, his approach was 
very similar to a doctor's diagnosing a patient. There was no blanket approach to 
his teaching. Each student was taught as an individual, as each student would come 
to him with unique problems. "He would go to the root of the problem that he found 
in your playing, and the exercises were designed to solve them. This was like a 
prescription a doctor was writing."156 Dounis was also concerned with the brain's 
155 George N eikrug, interview by author, May 11, 2011. 
156 Paul Winter, quoted in Constantakos, 32. 
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role in practicing outside of the lesson. He believed that practice was only effective 
in short durations, and coached his students in how to effectively practice. But 
perhaps where his knowledge of the human brain mattered most was in his 
psychological approach to teaching. Dounis wanted his students to develop an 
analytical method of observation in their own playing. "He worked to develop the 
observational abilities in his pupils, therefore developing in them the ability to 
pinpoint problems and diagnose them for themselves."157 
There are three parts to Dounis's concept of brain function as it relates to 
playing the violin: sensitizing of the mind; heightening the awareness of what the 
body is doing; and strengthening the control of the mind over actions.158 Sensitizing 
the mind involves maximum concentration at every moment of practice and 
performance. Fritz Kreisler, on whose playing Dounis based much of his method, 
stressed the importance of perpetual, moment-to-moment concentration: 
Technic to me is a mental and not a manual thing. The technic thus achieved, 
a technic whose controlling power is chiefly mental... is more or less 
dependent on the state of the artist's nervous system. Yet it is the one and 
only kind of technic that can adequately and completely express the 
musician's every instinct, wish and emotion.159 
There must be simultaneous focus on visual, aural, and motor memory. In an 
introduction to The Artist's Technique of Violin Playing, Op. 12, Dounis writes on the 
concept of motor memory: 
157 Constantakos, 30-31. 
158 Constantakos, 33. 
159 Fritz Kreisler, quoted in Frederick H. Martens, Violin Mastery: Talks with Master 
Violinists and Teachers (New York: Frederick A. Stokes Company, 1919) 104. 
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The true technical training of the violinist is not merely a training of the arm 
and fingers but, principally, a training of the brain and memory. The fingers 
and the arm should obey perfectly the intention of the player in order to be 
able to perform any movement with complete mastery.160 
In order for a violinist to recreate in performance what is mastered in practice, all of 
the sensations associated with the movement of the arms, hands, and fingers must 
be memorized down to every detail. Dounis believed that before any movement, a 
very specific picture should be reflected in the brain.161 
Dounis's theory of the mind's control over actions is embodied by the 
difficulty of many of his published exercises. The Absolute Independence of the 
Fingers, Op. 15, contains two volumes of exercises that require every finger to move 
in its own way simultaneously. For example, in Book II Section B, "Development of 
the Horizontal or Side Movement", the Third Fundamental Exercise is supplemented 
with nineteen modifications. The fundamental exercise (Example 3) requires 
horizontal movement of the 1 st and 4th fingers (chromatic movement on the string), 
vertical movement of the 2nd finger ("falling" movement), and left to right movement 
of the 3rct finger (pizzicato). The fundamental exercise is complicated, but not 
impossible for most seasoned violinists. The modifications that follow, however, are 
challenging for most and impossible for some (Example 4), requiring more rapid 
execution of any one of the horizontal, vertical, or left to right movements.162 
160 D.C. Dounis, The Artist's Technique of Violin Playing, Op. 12 (New York, Carl 
Fischer, 1921) 4. 
161 Constantakos, 33. 
162 Dounis The Absolute Independence of the Fingers, Op. 15 Book II (1924) in The 
60 
Example 3: D.C. Dounis, The Absolute Independence of the Fingers, Op. 15, Book II 
Section B, Third Fundamental Exercise 
THIRD FUNDAMENTAL EXERCISE 
1st and 4th fingers: HORIZONTAL OR SIDE MOVEMENT 
2nd finger: VBRTIOAL OR FALLING MOVEMENT 
3rd finger: LEFT TO RIGHT MOVEMENT (PIZZICATO) 
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Example 4: D.C. Dounis, The Absolute Independence of the Fingers, Op. 15, Book II 
Section B, Modifications 1-3 on the Third Fundamental Exercise 
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Dounis believed that the complete independence of the fingers of the left 
hand was imperative to mastering violin technique. It is common for students to 
feel that attempting these exercises does more harm than good to their technique. 
This could be true, if Dounis's concept of allowing the hand to relax naturally is not 
applied. This feat requires concentration on his three principles of mind over body: 
sensitizing of the mind; heightening the awareness of what the body is doing, and 
strengthening the control of the mind over actions. The theory is exemplified in 
these exercises. "He devised exercises, which at first glance seem impossible. By 
retaining a relaxed, balanced hand and by developing strong mental pictures of the 
finger actions to be performed simultaneously, the impossible becomes 
manageable."163 
George Neikrug remarks on an unexpected side effect that he began to 
experience once he had learned to engage Dounis's principles: 
When you are concentrating like that, it's impossible to get nervous. If 
you're not thinking positively all the time, you're open to a negative feeling. 
Instead of thinking, "I have to do this, I have to do that.," you think "Maybe 
I'm not good enough, maybe I don't sound good." The more details you have, 
you haven't got time to think about yourself. And that's what nervousness is. 
It's the inverted ego. After I learned to concentrate like that, I never got 
nervous or tense when I'd perform. It didn't matter what I was playing_164 
These mental images are stored in the mind, and kept on reserve, so that the 
next time a piece is played, all the violinist has to do is execute them. Fritz Kreisler 
also felt that the development of mental images was essential to controlling 
163 Constantakos, 33. 
164 George Neikrug, interview by author, August 28, 2012. 
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technique: "I feel that technic should be in the player's head, it should be a mental 
picture, a sort of 'master record.' It should be a matter of will power to which the 
manual possibilities should be subjected."165 
Once a player has learned to sensitize the mind, heighten awareness of what 
the body is doing, and strengthen the control of the mind over actions, practicing 
becomes very different from the hours of repetition that so many musicians subject 
themselves to every day. Dounis describes his concept of "bad practice" in The 
Artist's Technique, Op. 12: 
To know how to practice was an art. Most violinists believe that the solution 
of the problem of "How to Practice" lies in repeating, every day, various 
finger exercises, scales, arpeggios, bow exercises, etc. But this supposition is 
a fallacy. No one will ever learn how to practice by repeating day in, day out, 
finger exercises, scales, or, in fact the whole compendium of daily exercises 
for the violin. The result of such monotonous and arid study is usually 
worthless. This procedure explains why after years of intensive study, there 
are few violinists, very few indeed, who acquire an infallible technique.166 
Practice requires brain power. If Dounis's principles of mind over body are applied, 
a player could achieve the result of a week's worth of repetition in one hour. Dounis 
wanted his students to understand what was wrong with their playing rather than 
repeating the same mistakes again and again. "Repetitions can reinforce problems, 
while diagnosing a weakness and strengthening it increases your mastery."167 
Dounis also believed that the separation made between practice and 
165 Fritz Kreisler, quoted in Martens. 
166 Dounis, 29. 
167 Byron Duckwall, "Developing the Musical Personality," Master the Cello, 
http:/ jwww.masterthecello.comjdounis-101/developing-musical-personality 
(accessed August 15, 2012). 
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performance was counter-productive. He felt that when a violinist was unable to 
play his or her best in performance, it was due to the fact that their method of 
practicing wasn't at all simulative of performance. "One could not suddenly be 
prepared for performance without having practiced with this goal in mind."168 
Most violinists begin their practice with warm-ups consisting of exercises and 
scales, or they will repeat a passage of their repertoire slowly again and again. This 
kind of practice does not replicate the challenge of performance. 
Dounis believed that the day's practice should always begin with a 
performance. "You have to be prepared to do your best at a moment's notice. So, 
you should always start your day with a real performance, with a lot of expression. 
Do the exercises later, instead of doing scales and warm-ups first." 169 Dounis 
advocated that his students should be able to play their repertoire without a warm-
up. If the mind is alert, prepared and able to control the fingers, any other exercise 
is merely useless rituaJ.170 Most violinists have a different attitude toward practicing 
than they have toward performing. Even when running through repertoire during 
practice, most will stop and try to fix technical or expressive issues as they arise. To 
him, the brain is too much at ease when the player doesn't practice with the same 
attitude as during a performance. Dounis believed that beginning practice with a 
performance mindset was the only way to accurately evaluate how one might play 
in a real performance. However, even though practice is done with a performance 
168 Constantakos, 30 
169 George Neikrug, interview by author, August 28, 2012. 
170 Constantakos, 30. 
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mindset by not stopping to try to fix anything, Dounis insisted that his students 
remember every detail that went wrong. These problems were to be isolated and 
fixed later in the day.171 This way of practicing significantly improves the brain's 
power of concentration. Over time there will be fewer and fewer problems to fix 
later in the day, and practice becomes performance. 
Dounis's understanding of the processes of the human brain was most 
evident in his psychological approach to teaching. George Neikrug says, "He was 
always good at reducing complexity to simplicity."172 One way that Dounis achieved 
this simplicity was by asking his students questions that would cause them to 
examine the problems on their own. "He questioned you in such a way that made 
you feel you had discovered [the answer]."173 Dounis would also speak in half-
sentences, allowing the student to finish the statement. This method of teaching 
relates to Dounis's principle of instinct being paramount. He allowed his students to 
answer questions and finish sentences, drawing on their instincts. Dounis believed 
that information would be best understood and retained if the student was made to 
arrive at these discoveries with as little prompting as possible. By giving his 
students only fragments of the answers to their problems, he left it to them to bridge 
the gaps in their own way. Claus Adams remarks on Dounis's idea of developing the 
brain as a muscle: 
He instilled concepts of playing, how to solve problems, the whole thinking 
171 Duckwall. 
172 George Neikrug, interview by author, August 28, 2012. 
173 Louis Kievman, quoted in Constantakos, 31. 
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process. Other teachers gave you fingerings, or [you] imitated [their] sound, 
slide, phrase, it always was from the outside in. Dounis was the first that 
instilled principles on which you could build.174 
Dounis treated each of his students as an individual with unique issues in 
their playing. He often wrote unique exercises for each student. His advice was 
never identical from one student to the next, because every student had particular 
weaknesses and strengths. 175 Dounis pupil and luthier William Carboni comments 
on how this individual approach added to the controversy surrounding Dounis's 
methods: 
He would do different things for everybody to correct their problems ... He 
carried this to a very high degree in everything. But the students didn't 
understand that he was speaking directly to them and they would get great 
help and run out and tell their friends that they would do the thing this way 
and, of course, the two would say contrary things to someone. This caused 
many doubts and skepticism among those that didn't understand him.176 
Any teacher /student relationship is complex, but the complexity is perhaps 
particularly evident between a teacher and student of music performance. The 
ability of a teacher to successfully communicate with any given student is a large 
part of whether or not the experience will be fulfilling for both. The teacher has to 
be patient, and the student has to be trusting. The relationship between teachers 
and students of any instrument often becomes more personal than in other fields. 
This familiarity is often necessary for efficacious communication. Even a small 
success for a student is shared with the utmost satisfaction by the teacher. 
174 Claus Adams, quotes in Constantakos, 33. 
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Communication on a personal level was another aspect of Dounis's teaching 
that was positively influenced by his knowledge of psychology. Most students have 
experienced poor communication or a demeaning attitude from a teacher at some 
point in their career. This is oftentimes the reason young students give up on 
playing their instrument. They always feel frustrated, never feel encouraged, and 
usually think it is just too difficult for them. Claus Adams says that this was never 
the case with Dounis: '"'With certain teachers you would come out feeling not sure 
or depressed, or as if on a roller-coaster. With Dounis you always came out feeling 
good. I always learned something I could depend on."177 George Neikrug elaborates 
on the emotional effects of his lessons with Dounis: "No matter how depressed I was 
going in to the lesson, I would come out feeling like I could conquer the world. He 
never blamed you or made you feel like it was your fault for your problems."178 
It is often assumed that Dounis was merely a technician whom students 
would seek out only for specific technical problems. But as previously discussed, his 
technique was entirely based on expression and sound. His method was not purely 
mechanical, and his teaching was far from impersonal. His background in physical 
and psychological medicine gave him the basis for his technique and teaching style, 
but his personality was not calculated. He was simply charismatic in character and 
177 Claus Adams, quoted in Constantakos, 49. 
178 George Neikrug, interview by author, 5/11/11. 
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an excellent communicator. "There was an exhilaration about him which no pupil of 
his could ever forget." 179 
179 Sybil Eaton, quoted in Constantakos, 49. 
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CHAPTER FOUR 
AN EXPLORATION INTO THE PSYCHOLOGY OF PHYSICAL HABIT CHANGE 
Any violinist who hopes to achieve a high level of playing will study with 
several different teachers in his or her lifetime. Most teachers have both strengths 
and weaknesses within their pedagogy. Some are predominantly technicians, while 
others focus solely on the music itself. Moreover, while some teachers play with a 
seemingly flawless technique, they may struggle to help a student technically. 
Likewise, a teacher who plays with great expression may not be able to help a 
student who is expressively inhibited. 
The first lesson of an advanced student with a new teacher is typically 
accompanied by feelings of anxiety, nervousness, excitement, and trepidation. The 
student desperately wants the teacher to see the potential in his or her playing. 
Having studied and practiced for many years, the student is now technically 
comfortable, and is eager to explore new repertoire and expressive possibilities. 
The last thing any student such wants to hear from a new teacher are possibly the 
most dreaded words in all violin pedagogy: "Let's talk about your bow hold." 
The vast majority of violin students have had to make changes to their 
technique in some way during their career. Successful change in technique depends 
in large part on the willingness of the student to learn, and the ability of the teacher 
to communicate what needs to change and why. But even if these two elements are 
wholly present, successful technical change is not guaranteed. Changing technique 
in violin playing involves altering motor function in one way or another. Physical 
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habits that have been previously formed need to be broken, and habit change is one 
of the most difficult tasks to control. 
The physical and psychological resistance to habit change is the greatest 
obstacle in learning a different technique. This resistance is the primary reason why 
Dounis's method has not had the following that it might have, and why Dounis's 
former students have had such difficulty passing his principles along to the next 
generation of violinists. This chapter will explore the reasons why physical habits 
are difficult to change, as well as the psychological effects that attempted habit 
change has on a student. 
Physical habits are formed out of necessity. Without the formation of 
physical habits, even the simple act of dressing oneself would be as difficult every 
day as it was when first attempted as a child. Once the physical idiosyncrasies have 
been created, the mind is free to deal with more important things_180 This is 
especially true in playing any instrument: The mind pushes any aspect that can be 
executed automatically to the background in order to focus on other elements, such 
as the music itself. 
The tissues in the human body are capable of being modified through 
repeated use. Through this modification, the same movement becomes easier each 
succeeding time it is performed. This results in a previous movement being 
repeated (which becomes a habit), instead of a different movement taking its place 
180 George Herbert Betts, The Mind and its Education (Toronto: Copp, Clark Co., 
1997), 56. 
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each time.181 French psychologist and philosopher Leon Dumont first explained the 
formation of physical habits in an article titled De L'Habitude in 1876182: 
The overcoming of... resistance is a phenomenon of habituation. It costs less 
trouble to fold a paper when it has been folded already. This saving of trouble 
is due to the essential nature of habit, which brings it about that, to 
reproduce the effect, a less amount of the outward cause is required ... Habit 
is a means by which we may economize effort.183 
It is not only the muscle tissue that becomes molded with repeated 
movement, but also, more importantly, the nervous tissue. The tissue of the nervous 
system (brain, spinal chord, nerves) is the most sensitive and most easily molded of 
all the bodily tissues. Currents modify the structure of a nerve, whether they are 
sensory currents from external influences, or motor currents, which run from the 
brain to the muscle. The nerve becomes modified, just as the muscle tissues are, so 
that there is a tendency for an identical command to be repeated.184 
Every habitual movement is first a voluntary act, executed with intention. As 
the movement is repeated it becomes a habit, and attention to the movement is 
gradually rendered unnecessary. A habit left to itself without attention will become 
more and more imprinted in the brain and muscles. In fact, once a physical habit is 
firmly formed, applying active attention to the movement can actually inhibit the 
execution, and can make the movement seem more difficult. Psychologist and 
181 Ibid, 58-59. 
182 Leon Dumont, "De L'Habitude", Revue Philosophique de Ia France et de /'etranger, 
April (1876) 321. 
183 Betts, 59, 64. 
184lbid. 60-61. 
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educator George Herbert Betts illustrates this concept with tennis: 
A good illustration of what I mean is found in the way some play tennis. At 
first every act is a voluntary act directed by the mind. The playing is 
awkward and ineffective. Finally, the drives, the lobs, and the cuts become 
more or less habitual, and can be performed much better without conscious 
attention to every move than with it. And thus far habit is necessary and 
desirable. 185 
The process of habituation is the same in learning to play the violin, and is 
even accelerated because of the age at which most start to learn. The vast majority 
of professional violinists begin learning to play when they are children, and most 
under the age often. "Childhood and youth is the great time for habit forming. Then 
the brain is plastic and easily molded, and it retains its impressions more 
indelibly ... "186 For example, when a child first learns to hold the bow, it is awkward 
and difficult for the first few weeks or sometimes months, depending on the child. 
The child has to think every time about where each finger should go, and how it 
should be shaped. The hand is not yet accustomed to the weight of the bow, or 
finding the balance of the bow. Eventually it becomes habit, and the bow hold 
becomes automatic every time. Ideally, this is how all the shapes and movements of 
playing the violin should be learned. The danger is that the wrong shapes or 
movements could be habituated in a short time period. When an error in technique 
is allowed to go uncorrected, it progresses, through practice, to an autonomous 
stage. At this point it becomes a learned error or "bad habit" and is much more 
185 Ibid, 67. 
186 Ibid. 61-62. 
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difficult to eradicate because it is no longer under conscious control. This is when 
physical habit change becomes necessary for overall improvement. 
When physical habits need to be broken or changed, the absence of attention 
that is critical to the process of habituation instead becomes an obstacle. Once 
formed, a habit cannot be modified until attention is reinstituted.1B7 Betts attests 
that the varying degrees of technical prowess in tennis playing are contingent upon 
the continuation of active attention to these habits: 
Only the few go on, and these last are the champions. They are the ones who 
make use of habit just as other do, but who constantly direct their attention 
to improving their drives and lobs and cuts, and so do not fall into a rut and 
continue playing season after season no better this than last. Mere repetition 
will form habit, but the habit formed will not be an intelligent habit, and 
hence will lead to stagnation.188 
This may also be the case in the varying levels of technical virtuosity in violin 
playing, but it would seem more likely that technical prowess was firmly established 
for the most extraordinary virtuosos (Kreisler, Ysaye, Heifetz, etc.) from a young 
age. When Heifetz first began studying with Leopold Auer as a child, Auer wrote to 
German manager Herman Ferrow, "He is only eleven years old, but I assure you that 
this little boy is already a great violinist. I marvel at his genius, and I expect him to 
become world-famous and make a great career. In all my fifty years of violin 
teaching, I have never known such precocity."189 
187 Ibid. 66. 
188 Ibid. 
189 Arthur M. Abell, "When Heifetz, Aged 11, Stormed Musical Berlin," Musical 
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For most violinists, however, technique isn't perfectly mastered as a child, 
and this is where Betts' theory about champion tennis players applies. With the 
right teacher and the willingness to learn, a change in technical habits can be 
achieved and improvement can be made. This process of physical habit change is 
usually long and difficult. 
When it comes to most violinists' technique, there are aspects that work, and 
aspects that do not work as well. For example, a teacher may find that a change in 
the bow hold is necessary for one student, while accepting the vibrato of the same 
student as technically satisfactory. In this case, the bow hold is given a great deal of 
attention until the problem is fixed and the new habits are in place. The process can 
take months of careful, attentive, and mentally exhausting practice. This is the kind 
of technical change that most students will experience at some point in their career, 
and some will have more success than others. 
The struggle that comes with technical habit change is likely the biggest 
factor in why Dounis's method did not have the mainstream impact that other 
methods (namely Flesch's and Galamian's) have had. This is because the 
fundamental principles behind Dounis's entire technique are inherently different 
from any other method of the time. The principle of finding the body's instinctual 
shapes and movements and applying those to the instrument was unheard of at a 
time when teachers were dictating what they thought should be the exact shape of 
each finger, hand, and arm. The development of the Suzuki method in the mid-
twentieth century started a trend of streamlining violin teaching in order to reach a 
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wider and younger audience.190 Just as Dounis believed the playing was becoming 
"pale" and unoriginal, so too was the technique. 
Many students sought the help of Dounis because they were looking for a 
solution to a specific technical problem. What they would learn after only one 
lesson was that while Dounis could help them resolve their issues, the philosophy 
behind the method permeated every aspect of technique. In order to continue as a 
true pupil of Dounis, the entire technique would need to be broken down and 
rebuilt. Most were understandably skeptical, as they were being told that although 
certain elements of their technique were working, there was a better and more 
efficient way. In order to learn the method, extreme physical habit change would be 
necessary. 
Physical habit change is difficult to control because of a natural occurrence in 
the brain called proactive interference. Proactive interference is the "forgetting [of 
information] due to interference from the traces of events or learning that occurred 
prior to the materials to be remembered."191 However, proactive interference does 
not prevent learning from occurring; it merely prevents the association of 
190 Although the Suzuki Method was never intended to qualify as a school of violin 
technique (i.e. French and Russian), its popularity and systematic approach to 
teaching the instrument have resulted in certain technical features being referred to 
as "Suzuki technique" (i.e. standing with the right foot facing forward and the left 
foot turned slightly outward, or the right thumb being bent in the bow grip). 
191 A.W. Still, "Proactive Interference and Spontaneous Alternation in Rats," 
Quarterly journal of Experimental Psychology, Volume 21 Issue 4, November, 1969, 
339-345. 
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conflicting ideas.192 In other words, proactive interference is your brain's way of 
protecting your habits . This occurs when past memories (in the case of technique, 
mainly muscle memories) inhibit an individual's full potential to retain new 
memories.193 Proactive interference is a universal and involuntary mechanism over 
which one has little or no controJ.l94 
Because of proactive interference, our old habits creep back in as soon as the 
new habit is not given adequate attention. When a violinist is trying to adopt a 
different technique, proactive interference prevents the brain from readily 
accepting the new technique as a better alternative. For example, if a violinist is 
accustomed to having a loose wrist that extends (wrist down) at the tip of the bow, 
it will be very difficult for the brain and body to accept Dounis's flexed wrist from 
which the hand hangs and carries the bow all the way to the tip. Because there are 
many processes occurring in the brain while playing and practicing (i.e. reading or 
remembering the score, listening to intonation, thinking about fingerings, etc.), it is 
relatively easy for the attention to slip away from executing the new technique. 
The old technique feels more comfortable, not necessarily because it is 
physically more comfortable than the new technique, but because by reverting to 
the automatic shapes and movements, the brain is allowed to focus on the other 
192 P. Baxter, Y. Hanin, T. Korjus, P. Jouste, "Rapid Technique Correction Using Old 
Way /New Way: Two Case Studies with Olympic Athletes," Sport Psychologist 16, no. 
1 (March 2002): 82. 
193 Benton Underwood, "Attributes of Memory," Psychological Review 76, no. 6 
(January 1969): 559-573. 
194 Baxter et al., 82. 
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aspects of playing the violin. Attention must be diligently focused at all times on the 
new technique in order for physical habit change_ to begin to take effect. Yet even 
with assiduous concentration in the practice room, the obstacles related to 
performance (i.e. environment and nervousness) can cause an instant reversal of 
technique. The same is true for athletes when trying to change or improve their 
technique. Despite proper coaching and intensive training, there is often a poor 
transfer of learning from skill drills (the athletic equivalent of technical exercises for 
the violin) to competitive performance. 
Athletes often seem to improve during training and skill drills, but they 
become confused, make errors, and appear to forget what they have learned 
when left to their own devices, as in hard training and in the heat of 
competition. They repeatedly fall back to their old incorrect ways and fail to 
improve or improve only very slowly_195 
The element of comfort and ease associated with the old technique is what 
leads to emotional factors in habit change. It is very difficult for a violinist to accept 
that there could be a better way to play than what he or she has always done, 
especially if a certain level of success has already been reached. This is why many of 
Dounis's pupils who were already successful musicians (i.e. Joseph Silverstein and 
William Primrose) only sought the help of Dounis for solutions to specific technical 
problems, rather than to reconstruct their entire way of playing (as was the case 
195 Yuri Hanin and Muza Hanina, "Optimization of Technique in Elite Athletes: An 
Application of the ICC Program," in Connecting Paradigms of Motor Behaviour to 
Sport and Physical Education (Tallin, Estonia: Tallinn University Press, 2010), 
139-140. 
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with George Neikrug). The process of changing even just one aspect of technique 
can muster feelings of disappointment, frustration, self-doubt, and the fear of losing 
one's identity as a well-established musician. Not only is technical habit change 
physically and mentally difficult, it can also be detrimental to a violinist's emotional 
state. 
Dounis's concept of mind-body awareness and control (discussed in Chapter 
4) is paramount in the process of technique correction. The importance that Dounis 
placed on self-analysis in the process of habit change parallels current habit change 
("performance optimization") methods for athletes. For example, the ICC Program 
developed by social and sport psychologist Dr. Yuri Hanin and sports coach and 
physical education specialist Muza Hanina at the Research Institute for Olympic 
Sports in Finland organizes the process of habit change into three components: 
Identification, Control, and Correction.196 The program consists of a 
multidisciplinary approach to performance optimization designed to improve the 
quality of coaching and consistency of the athlete's performance, particularly when 
an athlete needs to change something in his or her technique. This method is 
especially intended for use in sports in which a repeated movement determines the 
success or failure of the athlete (i.e. javelin, shot put, high jump, running). 
The ICC program is based on well-researched and accepted psychological 
principles of human motor functioning and construction of movements.197 The first 
196 Hanin and Hanina, 133. 
197 M.C. Day et al., "The Causes of and Psychological Responses to Lost 
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stage is the identification stage, in which athletes increase their awareness of 
"optimal" and "non-optimal" movement patterns by carefully observing and 
reporting the components of their movement patterns.198 This step parallels 
Dounis's concept of sensitizing the mind and heightening awareness of what the 
body is doing. A concrete understanding of a physical movement can be difficult for 
a student to grasp, especially when the movement has become automatic over time. 
To help his students with this, Dounis would have them play the same passage 
twice, and then assess which attempt was better. "He would say, 'What did you do 
differently?' I wouldn't always know. I could maybe point out one or two things that 
I'd done differently with my shifting, or my vibrato. Then he would list ten or more 
things that I hadn't noticed. He had incredible powers of observation."199 
A contemporary of Dounis, Frederick Matthias Alexander, was developing 
what is today called the Alexander Technique in the early twentieth century. The 
Alexander Technique teaches the identification of harmful habits that have built up 
over a lifetime of stress, and eradicates them in order to allow more freedom of 
movement and to decrease the likelihood of injury. zoo While the technique has a 
long history of helping musicians to perform with less stress, its benefits are not 
Move Syndrome in National Level Trampolinists," journal of Applied Sport 
Psychology 18 (July, 2006): 151-166. 
19BKeith W. Davids and Paul S. Glazier, "Optimisation of Performance in Top Level 
Athletes: An Action-Based Coping Approach: A Commentary," International journal 
of Sports Science and Coaching 4 (December 2009): 59-62. 
199 George Neikrug, Interview by author, Concord, MA, Nov. 5, 2012. 
zoo Robert Rickover, "The Complete Guide to Alexander Technique," 
http:/ Jwww.alexandertechnique.com (accessed March 17, 2013). 
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exclusive to performers. Like Dounis's method, the Alexander Technique is 
considered to be a reeducation of the mind and body: 
The main component of Alexander's work involves what he called the 
Primary Control. The Primary Control is the relationship between the head, 
the neck, and the back. All vertebrates are organized in a very specific way. 
We live in a gravitational field and we've sorted out how to live in this field. 
There's a very specific design, and when we live in that design we function 
quite well... That design that Alexander called the Primary Control is primary 
because everything else depends on that. If that's not in order, then 
everything else can't be quite up to par.20l 
Although the underlying principles of the Alexander Technique do not 
necessarily parallel Dounis's method, the related concepts of physical habit change 
are congruent. The first step is to achieve physical awareness. "If a person can be 
made aware of his muscular movements as a whole, and learn to distinguish their 
general, overall pattern, he can make constructive changes and corrections on the 
basis of knowledge rather than trial and error."202 In breaking out of the habits that 
have become automatic through the molding of nervous and muscle tissues, 
Alexander Technique expert Frank Pierce Jones emphasizes the important 
distinction and relationship between awareness and attention. 
Awareness ... is a general, unfocused condition in which a person is wide 
awake and alert to whatever may be going on without being concentrated on 
anything in particular. Attention, on the other hand, is focused on some 
particular aspect of the field. [Attention] has been compared to a spotlight on 
a dark stage. The ability to give attention ... is much sought after and is often 
valued in proportion to its intensity and the degree to which everything else 
is shut out. The often cited examples of Archimedes drawing circles in the 
201 Betsy Polatin, Interview by author, Boston, MA, Mar. 6, 2013. 
202 Frank Pierce Jones, "Awareness, Freedom & Muscular Control," in Frank Pierce 
jones: Collected Writings on the Alexander Technique, ed. Theodore Dimon and 
Richard A. Brown (Cambridge, MA: Alexander Technique Archives, 1999). 
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sand, unaware that the city of Syracuse had been captured; and of Scaliger 
intent upon his commentary of Homer while the Massacre of St. 
Bartholomew took place outside his window, are extreme cases, to be sure, 
but they illustrate the common notion of concentration as a narrowing of the 
field of attention. They also illustrated the danger in concentration---the 
danger that something important is happening outside the field of attention 
without being observed. The spotlight may be too bright and the rest of the 
field too dark to make the observation.203 
Jones attests that while it is necessary to focus attention on one aspect of 
physical activity at a time, an awareness of the relationship between that aspect and 
the body as a whole must always been present. "To use the figure of the spotlight 
and stage again, this time the spot is still bright but the stage is merely dim instead 
of blacked out."204 
Returning to the ICC program, the second stage correlates with this concept 
of awareness versus focus. During the control and monitoring stage, the athlete 
learns to deliberately control the process of task execution. 205 In this stage, the 
athlete involves the deliberate and step-by-step practice of the entire chain of 
optimal movement patterns from the first component to the last component of the 
chain for any given task. Here the goal of training is for the athlete to attempt to 
improve only the first component in the chain. At the same time it is estimated how 
this improvement affects other components of the chain and the final result.206 This 
stage is comparable to Dounis's concept of strengthening the mind's control over the 
203 Frank Pierce Jones, "The Organization of Awareness," in Collected Writings on the 
Alexander Technique. 
204 Ibid. 
205 Davids, 59. 
206 Baxter et al., 137. 
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body's actions. A large component of this stage of Dounis's method is the 
development of mental pictures of what the body should be doing. 
The most significant similarity between the ICC method and Dounis's method 
is the importance of perceiving the differences between the old (erroneous) way 
and the new (more effective) way. To solidify the connection between the body and 
mind in perceiving these differences, Dounis would have his students deliberately 
exaggerate the old way of doing something. For example, as discussed in Chapter 2, 
in his method the first finger should have a feeling of being released from the bow 
grip when a down-bow is initiated. Contrary to this idea, many violinists have the 
habit of keeping their first finger firm and stiff on the bow in both directions. "He 
would have you do it five or ten times the old way, exaggerating what you were 
doing wrong. That way you really understood what it felt like to do it wrong."Z07 
Dounis would then have his students exaggerate the new way, by completely 
releasing the first finger off of the bow as the down-bow is initiated, and releasing 
the fourth finger as the up-bow begins. In this way, a very clear connection is made 
between the hand and the brain of what feels right and what feels wrong. The ICC 
Program recognizes the important role of prior experience and a need to cope with 
proactive inhibition. It uses the "negative practice" (deliberate performance of 
erroneous action) and corresponding positive practice to enhance physical self-
awareness of both the old way (an error) and new way (correct pattern).zos 
207 George Neikrug, Interview by author, Concord, MA, Nov. 5, 2012. 
zos Hanina and Hanin, 141. 
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The third stage of the ICC Program is the correction stage, in which the 
athlete corrects habitual and random errors and manages radical changes of 
movement patterns.209 This process is encompassed by Dounis's idea of 
strengthening the mind's control over the actions of the body. Once the new, more 
effective way of doing something has been defined and compared with the old, 
erroneous way, the violinist must always focus the attention on executing the task in 
the new way, until it becomes habit. 
The close similarities between Dounis's ideas on habit change in violin 
playing and contemporary research in sports psychology and coaching illustrate the 
influence that Dounis's medical background had on his approach to teaching. 
Although there is minimal contemporary research on habit change in violin playing, 
the theories explored in sport psychology research are applicable to any task that 
requires a repeated action. The contemporary research associated with the ICC 
Program in many ways substantiates Dounis's ideas on habit change from the first 
half of the 20th century. 
Another striking similarity between the methods developed by Yuri Hanin 
and Muza Hanina at the Research Institute for Olympic Sports and Dounis's teaching 
is that both athletes and violinists develop their own vocabulary to describe their 
movement patterns.210 The benefit of using the athlete's or violinist's own words, 
209 Glazier, 59. 
210 Alan MacPherson and Dave Collins, "Optimization of Performance in Top-Level 
Athletes: An Action-Focused Coping: A Commentary," International journal of Sports 
Science & Coaching 4, no. 1 (2009): 67-70. 
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not just those of the coach or teacher, is that this results in a shared language 
between both parties. Dounis nurtured the development of this lexicon by asking 
open-ended questions, or allowing the student to finish his sentences. He could then 
communicate more effectively with the student about his or her movement patterns 
using language the student was sure to understand. 
Contemporary research in the field of sport psychology also illustrates the 
potential reasons for the trepidation of violinists to fully commit to a change in 
technique. Convincing an athlete to participate in a skill correction program is the 
all-important first step. "A sport psychologist and a coach cannot change the 
athlete; she must make the change herself. Although a strong belief in the 
methodology is not a prerequisite, at least some degree of commitment to change 
and improvement is required."211 In one case study, a javelin thrower was hesitant 
to participate in the study because she had no problem with her technique during 
training. Because there was no problem in her practice, she saw no real need to 
change anything. The consistent error in her technique appeared only during the 
stress of competition. 
Her unpredictable performance and the reoccurrence of the error in 
competitions made her ambivalent about the need for correction. When everything 
was going well, she saw no need to change, but the recollection of problems during 
competition gave her the feeling that she would like to change her habits. 212 
211 Hanin et al., 85. 
212 Ibid, 85-86. 
84 
This inconsistency between practice and performance is likely one significant 
reason why violin students are generally resistant to technical change, whether it is 
a change to Dounis's method of playing or otherwise. Because the fundamental 
ideas behind Dounis's method of playing are so different from the indoctrinated 
norms of streamlined, one-size-fits-all approaches to violin technique (i.e. the 
Suzuki method), this resistance is augmented when faced with such a wide-scale 
technical overhaul. George Neikrug says, "No one likes to be told they've been 
doing something wrong their whole life."213 Neikrug says that the resulting 
resistance to habit change is often then intensified by the egotism that is embedded 
in violinists who have already reached a certain level of success doing things the 
"old way". If the motivation to change is not wholly present, little will be 
accomplished in terms of improvement. 
The process of habit change is difficult on multiple levels. On the mental 
level, change is confounded by proactive inference. On the physical level, the 
difficulty is a result of the molding of the muscle fibers. Perhaps most importantly, 
habit change is difficult on the emotional level. Dounis attended to each of these 
levels with his students to facilitate the process of habit change. Despite the lack of 
documentation by Dounis himself, his students' written and oral testimonies reveal 
that in terms of Dounis's ideas on and methods for addressing habit change, Dounis 
was definitely ahead of his time. 
The principles supporting Dounis's approach to violin playing and teaching 
213 George Neikrug, Interview by author, Concord, MA, July 28, 2011 
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are perhaps now more valuable than ever. Throughout the world, orchestras can 
now afford to be hyper selective in their hiring from a pool of extremely qualified 
violinists. Admission to music schools and conservatories is increasingly 
competitive, and the struggle to succeed within the institutions is trying for most. 
At a time when music seems to be more a business than an art form, Dounis's 
value of individuality of expression is essential. The emphasis he placed on finding 
your own voice, self-analyzing your technique to find deficiencies, and addressing 
these issues through finding your own unique and natural shapes and movements 
continues to be increasingly relevant today. In terms of teaching, self-analysis 
allows a violinist to develop a vocabulary that will facilitate communication with 
students. For Dounis, complete expressive freedom was always the primary goal. A 
return to this concept as the foundation of playing and teaching in today' s 
competitive field is key to advancing music as a form of artistic expression. 
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